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t^CN ViJce: 

ABSTRACT 
MUSIC AND THE POETRY OP GEORGE HERBERT 

SAYRE ELLEN DYKES 

The purpose of this paper is two-folds generally, 

to investigate three different approaches to the problem 

of the relationship between the arts of music and poetry; 

and, specifically, to investigate three ways in which music 

influences the poetry of George Herbert* Music—incor¬ 

porated into Herbert's poetry as metaphor, as external or 

stansaic structure, and as internal or sound structure— 

deepens and helps to convey Herbert's poetic and religious 

vision. 

Herbert's imagery is derived both from Platonic and 

Pythagorean doctrines of world harmony as transmitted through 

Boethius, Augustine and Macrobius and from technical aspects 

of the music of his own day. The imagery shows Herbert's 

concern with man's "untuned"state as contrasted with God's 

"harmony;" but it. also shows that Herbert is ultimately 

optimistic in his belief that, through God's Grace, man can 

be redeemed and inspired. 

The air was very popular in Herbert's day, and his 

poetry employs many of the technical devices of that musical 

form, including the conventional lyric diction, refrains, 

repetition and variation, and parallel stanzaic form. These 



devices are responsible for the simplicity of surface 

texture and allow for the underlying associational com¬ 

plexity of his verse. 

Like other poets, Herbert incorporates "musical" 

components of sound and rhythm into the verbal structure 

which is his poetry. In contrast to most other poets, 

however, he uses these "musical" components as formal 

elements to unify and synthesise, not only the stanza or 

verse, but the intellectual concepts as well. These "musical" 

components are used to supplement the intellectual and 

emotional content of hds poetry? they become a means of 

grasping that content and of enlarging its significance. 
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INTRODUCTION 

During the latter half of the seventeenth century,' 

George Herbert was regarded not only as a pious man, but 

as a "singer" of pious songs. Music was constantly coupled 

with his name in biography and commendatory verse. Barnaby 

Oley, Herbert's first biographer, in "A Prefatory View of 

the Life and Vertues of the Author," prefixed to the first 

edition of the Country Parson (1652), called Herbert "the 

sweet singer of the Temple"^ and wrote that he was "so great 

a Lover of Church-Music, that he usually called it Heaven 

upon earth, and attended it a few days before his death." 

According to Izaak Walton's The Life of Mr. George 

Herbert (1670), Herbert's interest in music was life-long. 

While he was at Cambridge, his chief diversion from his 

studies was "the practice of music in which be became a 

3 
great master." Later in his life, while he was at Berner- 

ton, he again found relaxation—this time from his duties as 

rector—through music, 

in which heavenly art he was a most excellent 
master, and did himself compose many divine hymns 
and anthems, which he set and sung to his lute or 
viols and though he was a lover of retirednees, 
yet his love to [sicj music was such, that he went 
usually twice every week, on certain appointed 
days, to the Cathedral Church in Salisbury; and at 

1 
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bis return would say, "That his time spent in 
prayer, and cathedral-music, elevated his soul, 
and was his heaven upon earth." But before 

his return thence to Bemerton, he would usually 
sing and play his part at an appointed music¬ 
meeting; and, to justify this practice, he would 
often say, "Religion does not banish mirth, but 
only moderates and sets rules to it."^ 

His love of music was such that he occasionally even missed 

5 
church services at Bemerton to attend these music meetings. 

Walton emphasizes the relationship between Herbert's 

piety and his love of music by dwelling on events which 

occurred as Herbert was on the way to his meetings at Salis¬ 

bury. On the way to one meeting, Herbert aided a man whose 

horse had fallen and, in the process, became dirty and dis¬ 

hevelled. When questioned at the meeting about his appear¬ 

ance, he explained, "That the thought of what he had done 

would prove music to him at midnight, and that the omission 

of it would have upbraided and made discord in his conscience."^ 

Although it is uncertain whether Herbert actually spoke these 

words, I\Talton apparently felt that the musical analogy fitted 

both the situation and the person. 

At the end of his life, too, Herbert turned to music. 

Elaborating upon Oley’s simple statement, Walton dramatizes 

Herbert's calling for one of his instruments on the Sunday 

before his death. After tuning the instrument, he played 

and sang a stanza from his poem "Sunday." Walton summarizes 
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Herbert's piousness and musical ability# "thus he sting on 

earth such hymns and anthems as the angels, and he...now 

7 
sing in heaven." 

Walton's speculation concerning Herbert's activities 

after death is, of course, unreliable, as, to a somewhat 

lesser extent, are his effusions over that "pattern of 

Q 

primitive piety" and his totally second-hand account of 

Herbert's life, expanded with imagined dialogues. His 

statement that Herbert set his lyrics to music, however, 

is supported by John Aubrey's account of Herbert's life. 

Although Aubrey's account is also second-hand, it is ad¬ 

mittedly so; and, since Aubrey gives the sources of his 

information, one tends to rely on his statements. Aubrey 

writes that "when he £George HerbertJ was first maried, 

he lived a yeare or better at Dantesey house. H. Allen, 

of Dantesey, was well acquainted with him, who has told me 

that he had a very good hand on the Lute, and that he sett 

9 
his own Lyricks or sacred poems." 

The vieiv of Herbert as musician was extremely influen¬ 

tial in the seventeenth-century estimate of the poet. Poeti¬ 

cal tributes to Herbert were couched in musical metaphor. 

Joseph Beaumont (1616-1699) added a stanza on Herbert to his 

poem "Psyche". The stanza appeared in the second and post¬ 

humous edition of 1702. After Beaumont praises Pindar and 
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Horace as lyric poets, he adds. 

Yet neither of their Empires was so vast 
But they left Herbert too full room to reign, 
Who Lyric's pure and precious Metal cast 
In holier moulds, and nobly durst maintain 
Devotion in Verse, whilst by the spheres 
He tunes his Lute, and plays to heav'nly ears. ® 

The 1675 edition of Walton's Lives includes some verses by 

Charles Cotton on Herbert who 

with a soul compos'd of Harmonies, 
Like a sweet Swan, he warbles, as he dies 
His makers praise, and his own obsequies.^ 

Both Beaumont and Cotton, like Walton, connect Herbert's 

piety and his musical ability and praise him on both 

accounts. 

John Dryden, concerned more with technique than with 

religiosity, noted, if he did not appreciate, Herbert's 

talent. His "Mac Flecknoe" (1682) contains the advice to 

Shadwell: 

Thy Genius calls thee not to purchase fame 
In keen Iambicks, but mild Anagrams 
Leave writing Plays, and chuse for thy command 
Some peaceful Province in Acrostick Land. 
There thou maist wings display, and Altars raise, 
And torture one poor word Ten thousand ways; 
Or, if thou would'st thy diff’rent talents suit. 
Set thy own Songs, and sing them to thy lute.^2 

Although Herbert is not mentioned in the passage, the 

reference is quite*-.likely# Many seventeenth-century poets 

used anagram, acrostic and word play; but the combination of 

these techniques with the specific references to "wings" and 
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“Altars" (Herbert had two hieroglyphic poems, "Easter Wings" 

and "The Altar") and to the setting and singing of one's songs 

(a reference which appears to have been taken from Walton's 

account of Herbert)^ suggest that Dryden is ridiculing not 

only a type of poetry, but a specific poet—Herbert—as well. 

Hone of Herbert's own settings are available, nor are 

any contemporary settings, as Vincent Duckies asserts.*^ 

Since The Temple was not published until 1633, after Herbert's 

death, the lack of contemporary settings is not surprising. 

It is possible that the siy. settings by John Jenkins^ were 

composed near the date of the publication of The Temple, but 

no date is given for them. These settings are in the declamar* 

tory style which began to arise in England in the early 1600's 

and came to its full flowering in the Restoration. 

Herbert was popular with the later musicians. John 

Playford (1623-86), a successful music publisher in London, 

shows an admiration of Herbert in his preface to Psalms and 

Hvmn3 in Solemn Musick (1671) and quotes Herbert's "Antiphon" 

in full. He also prints his own setting of “The Altar." 

Harmonia Sacra (1688) included Henry Purcell's setting of 

"Longing" and John Blow's setting of “Grieve not the Holy 

Spirit...".*6 Although these settings are in the affective, 

declamatory style of the Restoration, different from the more 

restrained style of the Renaissance in which Herbert would 
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have been writing, they do attest to the late seventeenth- 

century concern with Herbert as a musical poet and suggest 

the musical possibilities of his verse. 

Twentieth-century criticism, on the other hand, has 

emphasized, not Herbert's musical aspects, but his "meta¬ 

physical” ones. His poetry has been considered primarily a 

record of spiritual conflict rather than song, and he has 

been regarded as a disciple of John Donne. "From Donne he 

had learnt the use of the conversational tone, which estab¬ 

lishes an intimacy between poet and reader; and when his 

poems are read aloud, the emphasis falls easily on the 

17 
natural order of the speaking idiom." Besides Herbert's 

conversational or "speech" rhythms, critics who place Her- 

IQ 

bert in the metaphysical tradition stress the dramatic 

sense and the argumentative or logical development of ideas 

and emotions of a poem such as "The Collar." Joan Bennett 

asserts that Herbert's “feeling takes shape in the imagery 

and structure of the poem with the precision of a logical 

IQ 

argument." Like Donne, Herbert also uses ingenious "con¬ 

ceits" as an instrument of argumentation or persuasion and 

concerns himself primarily with elaborate, metaphysical ideas 

which hinge on the "reconciliation of opposites." Herbert, 

according to George V711liamson, is a "lesser" Donne—calmer, 

less intellectual, less argumentative, narrower in scope and. 



consequently, less powerful, "The articulation of Herbert's 

thought, because of the smaller character of his mind (which 

conforms to his sensibility and imagination), is less complex 

and more in accord with the trim invention which he sought and 

20 
found congenial to his talent." 

Before the early 1950's, there had been suggestions that 

another side—a "musical” rather than a conversational, intel¬ 

lectual, logical side—of Herbert existed; but this remained 

only an unexplored suggestion, overshadowed by the Donne- 

Herbert relationships discovered in the "Great Awakening" of 

Donne criticism. Albert McHarg Hayes writes that Herbert had 

been "carried away" by the music of Elizabethan poetry.He 

stresses, however, not the resulting "lyrical" nature of Her¬ 

bert's poetry, but the experimentation with and ultimate de¬ 

feat of rhyme placed in opposition to uneven verse lengths. 

Hie opposition of rhyme and rhythm he calls "counterpoint"— 

a musical analogy for a device which produces an effect that 

he feels is most unmusical. George Herbert Palmer, too, men¬ 

tions Herbert's interest in musical values, only to dismiss it. 

"In a poet so fond of music, one suspects that this failure to 

appeal to the ear was not wholly due to dulness, but was part 

of a deliberate plan to push thought into the foreground and 

22 
fix attention on harsh, intricate and veritable experience." 

Around 1954, however, the "musical" aspects of '3 
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poetry began to be investigated. One symptom of the change 

is that Marchette Chute has coupled Herbert with Herrick in 

23 
her biography called Two Gentle Hen. Without denying Her¬ 

bert’s Indebtedness to Donne, critics Louis Marts, Margaret 

Bottrall and Joseph Summers have suggested that Herbert's 

poetry owes as much to the traditions of the lyrics and 

psalms of Sidney and the songs of the Elizabethan lutenists 

such as Dowland, Campion and Daniel. Stressing the "singing 

quality,"25 the simplicity, sincerity and smoothness of his 

poetry, the flexible, yet "neat" stanzaic patterns, they 

attempt to indicate that the differences between Donne and 

Herbert are not those of master and apprentice but those 

resulting from different concerns. 

Marts even asserts that Herbert developed away from 

27 
Donne toward a style close to Sidney's. Citing the two 

"Jordan's" as pivotal pdems in Herbert's career, he points 

out the rejection not only of elaborate pastoral poetry but 

also of the difficult and ambiguous poetry of the kind that 

Donne was writing. 

Must all be vail'd, while he that reades, divines. 
Catching the sense at two removes?28 

"Jordan II" continues the subject of original ingenuity and 

the ultimate rejection of It. 

When first my lines of heav'nly joyes made mention. 
Such was their lustre, they did so excell. 
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That I sought out quaint words, and trim invention? 
My thoughts began to burnish, sprout, and swell. 
Curling with metaphors a plain intention, 
Decking the sense, as if it were to sell. 

As flames do work and winde, when they ascend. 
So did I weave my self into the sense. 
But while I bustled, I might heare a friend 
Whisper, How wide is all this long pretence; 
There is in lova a sweetnesse roadie penn'ds 
Copie out onelv that, and save expense. (11. 1-6, 13-18, 

pp. 102-103) 

From the Donne-like elaboration, abruptness, colloquialism, 

elliptical phrasing of a poem like "Church Porch," Mart2 

suggests that Herbert progressed to the smoothness and grace 

which mark these later more "lyric" poems. 

Apparently Marts bases his assertion on the differences 

between the poems in the Wiliams MS and the later Bodleian MS. 

Any statement about the development of Herbert's poetic con¬ 

cerns, however, must be speculative. Although over half the 

poems that shall be used in this paper—the poems that are 

concerned with music and musical values—are found only in 

the "B" MS, it is necessary to remember that the early "W** 

MS: had only sixty-nine poems, whereas the later MS had one 

hundred sixty-four. In addition, poems such as "The Collar," 

"The Bunch of Grapes" and "Confession"—abrupt, conversational 

dramatic and "curled with metaphors"—are missing in the "W* 

MS but appear in the "B" MS. Obviously Herbert does not com¬ 

pletely abandon the idiom of Donne. Both the conversational 



10 

and the ’’musical" strands are present in Herbert’s poetry, 

although in different poems, one or the other may prevail. 

The Donnean elements of the poetry have been fairly 

well examined. The 3tudy of the relationship between music 

and Herbert's poetry, however, is still in an elementary 

stage. Marts, Bottrall, Summers and, more recently, Alicia 

30 
Ostricker have suggested interesting possibilities. They 

have not, however, thoroughly investigated the problems in¬ 

volved or the different ways in which music can influence 

poetry and appears to have influenced Herbert's. 

One does not need the external evidence of the seven¬ 

teenth-century biographers and panegyrists to recognise 

that Herbert was interested in and familiar with music. His 

poetry abounds, not only with the traditional comparisons of 

the poet and the singer, but with the technical terms of 

seventeenth-century musical practice and theory. In addition, 

he uses many of the forms and devices that were used by the 

late sixteenth-and early seventeenth-century lutenists who 

set poems—their own or others'—to music. Many of his poems 

suggest the possibility that they were composed with music in 

mind. In these ways, Herbert's art reflects the external in¬ 

fluence of the art of music. 

Yet Herbert uses music in still another way. He employs 

the musical components of sound and rhythm to underscore and 
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convey the thoughts and emotions of his poetry. Although all 

poets use sound and rhythm patterns to unify their poetary and 

to emphasise a level of poetic involvement which is different 

from the involvement v/ith the words and their meanings, they 

do so to varying degrees and for different effects. The ways 

in v/hich Herbert incorporates these "musical" elements into a 

verbal idiom contribute to the particular quality of his 

poetry. 

The purpose of this paper is ti/o-foldS generally, to 

investigate three different approaches to the problem of the 

relationship between the arts of music and poetryJ and, 

specifically, to investigate three ways in v/hich music in¬ 

fluences the poetry of Herbert. Music—incorporated into 

Herberts poetry as metaphor, as external or stansaic struc¬ 

ture, and as internal or sound structure— deepens and helps 

to convey Herbert's poetic and religious vision. Herbert is 

concerned with harmony and concordance in all its manifesta¬ 

tions—religiously betv/een God and man, man and himself and 

poetically among all the ways of poetic involvement. 



I. MUSIC AS METAPHOR 

Herbert’s uses of music and musical terminology run 

throughout his poetry. Grounded in Renaissance conceptions 

of musical harmony in theory and practice, his images are 

varied, yet interrelated. Many of his apparently typical 

seventeenth-century, ingenious, "metaphysical'' conceits 

have a long and illustrious lineage stemming from Pythagor¬ 

ean and Platonic doctrines of world harmony and coming to 

the Renaissance through such medieval writers as Augustine, 

Boethius and Macrobius. Herbert does not radically change 

these traditional concepts, although he may, as a seven¬ 

teenth-century religious poet concerned with the "fall" of 

man, emphasize "discord" more than "harmony." Any diffi¬ 

culty in understanding Herbert's musical imagery comes not 

from ingenuity of image, but from the technical diction and 

lack of familiarity with the associative richness of that 

diction which has a long tradition behind it. 

Music is part of and inseparable from the world. As 

organised and melodious sound, it appeals through the sense 

of hearing to give pleasure and move emotions. In "The 

Pearl. Matth. 13.45" musical images relate to or derive from 

the "wayes of Pleasure." 

12 
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I know the wayes of Pleasure, the sweet strains. 
The lullings and the relishes of it? 
The propositions of hot bloud and brains; 
What mirth and musick mean; what love and wit 
Have done these twentie hundred yeares, and mores 
I know the projects of unbridled stores 
My stuffe is flesh, not brasse; my senses live, 
And grumble oft, that they have more in me 
Then he that curbs them, being but one to fives 

Yet I love thee. (11.21-30,p.89) 

Terms such as "strains," "lullings," "relishes," and "pro- 

positions" are used both in the musical sense and the sensu¬ 

ous, firmly uniting the two concepts.^ The poet knows the 

"sweet" characters or tendencies of Pleasure, the calms or 

soothing parts (lullings) as well as the positive and more 

elaborate enjoyments (relishes) it brings. He also knows 

on what "terms" he accepts "hot bloud and brains," what they 

2 
offer and what problems they pose. In musical terminology, 

"strains" are definite sections of a piece of music, "lul¬ 

lings " are soothing songs and "relishes" are musical embel¬ 

lishments such as trills and turns. The musical aspects of 

the terms suggest, to an even greater extent than the mere 

sensuous aspects, the different intensities of and responses 

to pleasure. ''Relishes" can refer also to "tastes," bring¬ 

ing together two of the five senses in one x*ord. A "propo¬ 

sition" is the subject or statement of a fugue, a term which 

suggests that "hot bloud and brains" (feeling and intellect 

at fever pitch, the words echoing the subjects of the first 
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two stanzas) work contrapuntally, interweaving with one 

another, to bring him pleasure. 

Because it is associated with pleasure and mirth, music 

appeals to youth: 

When youth is frank and free, 
And calls for musick, while his veins do swell. 

All day exchanging mirth and breath 
In companie; 

That musick summons to the knell, 
Which shall befriend him at the houre of death. 

("Mortification," 11. 13-18, p. 98) 

Yet music, as part of life on earth, marks the passing of 

time in man’s life and, the same music that gives pleasure, 

reminds man of mortality. It does so in two ways—as an 

earthly experience in itself (each experience is a step 

toward death) and as an emblem for the passing of time. 

Herbert uses music in "Mortification" to mark the third 

stage of man’s life (after infancy and childhood) and to 

suggest man’s end. The same music that the "youth" enjoys, 

"summons to the knell"? the music of youth is a prelude to 

the funeral dirge. One is reminded of Campian’s refrain, 

"So every day we live a day we die."^ 

Music, because it is ordered in time—as opposed to 

the spatial order of a material object—becomes an image 

for the passing of time, a reminder of human frailty and 

mutability. In "Vertue" the "sweets," the good things of 

life on earth, the pleasures of life, must eventually die. 
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Sweet day, so cool, so calm, so bright, 
The bridall of the earth and skies 
The dew shall weep thy fall to night? 

For thou must die. 

Sweet rose, whose hue angrie and brave 
Bids the rash gazer wipe his eyes 
Thy root is ever in its grave, 

And thou must die. 

Sweet spring, full of sweet dayes and roses, 
A box where sweats compacted lie; 
My rausick shows ye have your closes, 

And all must die. 

Onely a sweet and vertuous soul. 
Like season’d timber, never gives; 
But though the whole world turn to coal. 

Then chiefly lives. (pp. 87-88) 

The third stanza makes the emblematic nature of music ob¬ 

vious. "Closes" is a technical term for "cadences” or 

resolutions of musical phrases, themes or movements. Music 

is like the "day," the "rose" and the ”spring" in that it 

is a part of the world to which man reacts sensuously and 

with pleasure. It is also a symbol of all things of the 

world as opposed to the spirit, not only insofar as it 

appeals to the senses, but also as it is inevitably connected 

with time. In its very process of being, it is in the pro¬ 

cess of terminating. 

Although music appeals to the senses and exists as part 

of the temporal world, it is not invalid as experience. It 

is, in fact, a necessary and vital part of life. Herbert 

does not deny the flesh. "Religion does not banish mirth. 
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but only moderates and sets rules to it."4 Music, again, 

works in two ways: as an e:q?erience in itself and as an 

image for something else. On the one hand, it is the first 

step in the neo-Platonic ascent from earthly beauty to heav¬ 

enly beauty or pleasure. Music becomes a means of trans¬ 

cending the senses and the world. 

Like the merchant in Matthew 13.45, who sold his lesser 

jewels to purchase a pearl of great value, the poet in "The 

Pearl" gives up the ways of the world—the ways of the head, 

heart and senses—so that he can accept the way of God, of 

the spirit. But, as the merchant was enabled to buy the 

pearl only because he had the other jewels to sell, so the 

poet recognises and can accept the superior way of God only 

because he has lived in the world and enjoyed it. He knows 

the full value of What he is giving up and what he may re¬ 

ceive in return. In "Mortification," music, although it 

images death—or, perhaps, because it does—becomes one way 

in which God instructs man how to die. It becomes a vehicle 

for God's teaching, and serves to instruct as well as to 

delight. 

One of the beliefs that the seventeenth century inherited 

from the classics via the humanists was that music has the 

power to elevate and refine the soul to ecstasy or rapture 

which involves a literal separation of the soul from the body 
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("ok"—outside of, "sta"—to stand) • In such a way the est- 

perience is a kind of death in life. The power of music 

goes beyond mere separation of the soul from the body, how¬ 

ever? affecting the soul through the senses, it may elevate 

the soul to God.6 Music succeeds partly because it tem¬ 

pers the soul: the harmony of the music touches the "har¬ 

mony" of the soul. In Of the Laws of Ecclesiastical Polity, 

Richard Hooker ejcplained: 

Touching musical harmony whether by instrument or 
by voice, it being but of high and low in sounds 
a due proportionable disposition, such notwith¬ 
standing is the force thereof, and so pleasing 
the effects it hath in that very part of man 
Which is most divine, that some have been there¬ 
by induced to think that the soul itself by 
nature is or hath in it harmony...there is also 
that carrieth as it were into ecstasies, filling 
the mind with an heavenly joy and for the time 
in a manner severing it from the body. So that 
although we lay altogether aside the considera¬ 
tion of ditty or matter, the very harmony of 
sounds being framed in due sort and carried from 
the ear to the spiritual faculties of our souls, 
is by a native puissance and efficacy greatly 
available to bring to a perfect temper whatso¬ 
ever is there troubled....6 

The use of music to harmonize the soul had not only 

classical but biblical precedent. Orpheus had soothed even 

the wild beasts; David's harmony drove away the "evil spirits" 

7 from King Saul. Robert Burton recommended music as one 

means of curing melancholy. Since melancholy wa3 the domi¬ 

nance of one humour over the others, music acted by restoring 
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the natural balance of the humours.® 

Music also works because it is a manifestation of the 

harmony of God. Recording to George Wither, in A Prepara¬ 

tion to the Psalter, music actually partakes of divine 

harmony. There is a "vertue naturally in Kusicke," a 

"secret Power" to "dispose the soule into heavenly medita¬ 

tion" and to "raise the spirite to that excessive height 

as the soule is almost ravished and in an extasie."® 

Wither suggests that the grace of God is present in music. 

These ideas became basic factors in seventeenth-century 

arguments over the use of instrumental music in Church. Un¬ 

der the pressure of science—which denied the spiritual ele¬ 

ment of music—and Puritan rationalism—which said that the 

ascent to God was a more thoughtful and arduous endeavor— 

the doctrine became reduced to a mere figure of speech by 

the eighteenth century. In the early seventeenth century, 

when Herbert was writing, these musical concepts were more 

than mere poetic elaborations. 

Herbert's poem "Churcli-Musick" has thus a long musical 

tradition behind it. The poem is not only about church 

music, but shows "dramatically" the effects of it. 

Sweetest of sweets, I thank you: when displeasure 
Did through my bodie wound my minde. 

You took me thence, and in your house of pleasure 
A daintie lodging me assign'd. 
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Nov/ I in you without a bodie move. 
Rising and falling with your wings: 

We both together sweetly live and love, 
Yet say sometimes, God help poore Kings, 

Comfort, I'le die? for if you poste from me. 
Sure I shall do so, and much more: 

But if I travell in your companie. 
You knew the way to heavens doore. 

(pp. 65-66) 

Herbert calls church music "sweetest of sweets," an epithet 

which recalls his use of "sweet" in other poems for the 

pleasures, particularly the sensuous pleasures, of the world. 

Of all these "sweets," church music is the most pleasurable. 

Music is not only pleasurable, however, in the last stanza, 

the poet addresses music as "Comfort," underlining a more 

spiritual effect of music on man. 

The structure of the poem centers around the movements 

of the speaker, who seems to be associated with the soul, as 

he responds to the music. The first stanza shows the ini¬ 

tial response of the soul which finds pleasure in the music. 

In the second stanza the soul has been carried beyond itself 

and out of the body by the music. In this ecstatic state, 

the soul is "rising and falling" with the swelling of the 

10 music. In addition, the speaker "falls" in the sense that 

the ecstatic state is a death-like state? the speaker is 

"wounded" in the first stanza and recognizes that he will die 

in the last stanza. If the music stops, however, he will 



20 

"do so, and much more." 

Yet the main movement of the speaker is emotionally 

and religiously upward: from displeasure to the house of 

pleasure in the first stanza to a position, in the second, 

where he can pity Icings and finally, in the third, to 

heaven's door. One is reminded of Alton’s favorite “quo¬ 

tation" of Herbert's—that music "did relieve his drooping 

spirits, compose his distracted thoughts, and raised his 

weary soul so far above earth, that it gave him an earnest 

of the joys of heaven, before he possessed them."-*-2 

The lack of musical imagery suggests that music is 

only the point of departure for an experience which "trans¬ 

ports" the poet far beyond the realm of the world. It 

"disposes the soule into heavenly meditation."In such 

a manner, music becomes the first step in the meditative 

14 
process which has been investigated by Louis Karts. 

The absence of any specific mention of music can also, 

however, underline the connection of music with the spirit 

of God which infuses man. Without the title, one might be 

long in discovering that the subject of the poem is church 

music, for the diction applies as well to the grace of God. 

At the same time that the music induces ecstasy and creates 

a state like death (the separation of the soul from the body), 

the spirit of God infuses the soul with new life. Actual 
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music is a symbol for the divine. Music, the sensuous, the 

earthly, the temporal, becomes a symbol for the spiritual 

and eternal qualities of God. In addition, the method in 

which it acts upon man is analogous to the working ox the 

Holy Spirit, the part of the Trinity traditionally asso¬ 

ciated with inspiration,^* and of Christ, associated with 

redemption. Through his use of music, Herbert at once 

suggests the neo-Platonic ascent to God (starting with the 

sense of hearing) and the need for the grace of God to in¬ 

fuse man if man is to be saved. 

Herbert constantly calls on God as another poet might 

call on his Muse, to inspire or inspirit him, so that he 

can create "music," or "sing" properly. At times he sees 

himself as a group of instruments and, at other times, as a 

single Instrument played upon by God. Any faults of the 

music are those, not of the musician, but of the instrument. 

Herbert constantly asks for God’s grace to restore to the 

instruments their capacity for harmony. 

In "Repentance,” the re-setting of broken bones reminds 

the poet of the setting of words to music. 

But thou wilt sinne and grief destroy? 
That so the broken bones may joy. 

And tune together in a well-set song. 
Full of his praises, 
Who dead men raises. 

Fractures well cur’d make us more strong. 
(11. 31-36, p. 49) 
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"Well-set song” can also refer to the harmonising of voice 

and instrument in actual performance. In both cases, the 

musical imagery underlines the "harmony” which is achieved 

when man's fallen state is repaired by God. 

"Harmonia," the Greek word for "tonal structure," im¬ 

plies a relationship in a peaceful, concordant order. All 

relationships which can exist may thus be seen in terns of 

harmony: the relations between man and God, man and his 

fellow men, man and woman, as well as man and himself. Be¬ 

cause of sin, however, man is isolated from the harmony 

which is God, cast out of the order of the universe and so¬ 

ciety, and disordered within himself. In "Doomsday" Herbert 

employs the metaphor of the "broken consort" bringing to¬ 

gether the ideas of "spouse," "instrumental ensemble" or the 

harmonious music of an ensemble. He plays on the traditional 

association of love and music as ordering forces of the world. 

Come away, 
Help our decay. 

Man is out of order hurl'd. 
Parcel'd out to all the world. 
Lord, thy broken consort raise, 
And the musick shall be praise. 

(11. 25-30, p. 187) 

The musical metaphor is especially appropriate for the 

last Judgment when the trumpet shall sound and awaken the 

dead for judgment. "Broken consort" is also a technical 

term which means a mixed group of instruments, containing 
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winds, plucked and bowed strings, as opposed to the normal 

"whole consort" of viols or, possibly, recorders.The 

term is applicable in its purely musical sense, as the sound 

of the final trumpet mixes with the voices of the av/akened 

dead. It also refers to the diversity of the "scattred 

17 bodies" which make up the "flock" mentioned in the fourth 

stanza and which will come together to be judged. Finally, 

it may also refer to the mixture of elements present in 

man, who wishes to be raised both in body and spirit, on 

the day of the Last Judgment. 

In "Employment I" man is not a miniature "consort," 

but a single instrument who wishes to play in the "consort" 

of the universe, to take part in the harmony of the world. 

In the Renaissance, the concept of world harmony did not 

negate the idea of the chain of being, but added depth of 

meaning to it. Each link of the chain had its own part to 

play in the "orchestra" of creation, in this poem, the poet 

complains that he is not a link in the chain and has no 

special part to play in the "consort" of the universe. He 

feels he is among the lox*ly weeds—the vegetable matter 

which ms the lowest of the living things. Yet with God's 

grace, he can be both inspired and redeemed—to be raised 

to his proper place and to create music. 

I am no link of thy great chain, 
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But all my companie is a weed. 
Lord place me in thy consort? give one strain 

To my poore reed. 
(11. 21-24, p. 57) 

With the "breath” of God in him, the "weed” becomes a "reed"- 

a musical pipe made of the hollow stem of a plant and tra¬ 

ditionally associated with the least pretentious of musicians 

the shepherd. The poet himself is the reed—a silent one who 

needs to be played upon by God. He i3 still humble? but he 

is now useful? and it is the breath of God which has trans¬ 

formed him. 

The image of the "reed" is an unusual one for Herbert. 

More often he sees man as a stringed instrument. He does 

not use, as Marvell, Milton and Dryden, the images of the 

organ or the harp? he uses, rather, the less exotic, more 

homely instrument, the lute. In the Renaissance, the lute 

was found as commonly in homes as the guitar is found in 

homes today, it was not generally a solo instrument, but 

was used for accompanying a singer. It had many associations 

with the love lyrics of the day and with other stringed in¬ 

struments, such as the classcial lyre and the biblical 

psaltery and harp, which allowed the poet richness of texture 

in a single image. 

Inasmuch as man is bound by cords and tendons, fibers 

and nerves that give life and motion and that respond to 
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stimuli, to stress and feeling, he, or any part of him, 

3.8 
might he likened to a lute. Poets often made use of the 

pun, explicit or implied, on ‘’chorda" (string) and "cor, 

cordis" (heart).The speaker in "Denial!" compares his 

soul to an unused, "untun'd, unstrung" musical instrument. 

Therefore ray soul lay out of sight, 
Untun’d, unstrung s 

My feeble spirit, unable to look right. 
Like a nipt blossorae, hung 

Discontented. (11.21-25, p.80) 

"Lay out of sight" refers not only to an action caused by 

shyness but to an instrument that has been put away and for¬ 

gotten. The poet feels that God has not heard his prayers 

and his break from God, though in his own mind, constitutes 

a disruption of harmony. Tie whole poem is concerned with 

sound and the difference between discord and harmony. For 

example, the "warres and thunder/Of alarms" in the second 

stanza are images of discord in the civil sphere. War is 

emphasized in an image of noise. The poet calls on God to 

"cheer and tune my heartiesse breast." Tuning the strings 

is the same action as restoring his heart. 

The title of "The Temper I" refers not only to the 

image of the processing of steel (stansa I) but to that of 

the tuning of an instrument—particularly a stringed instru¬ 

ment—by fixing the tones at specified intervals. The latter 

image is especially appropriate in a poem about the creation 
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of an harmonious state of mind or soul in which discordant 

elements are reconciled* In the si2:th stanza, the reference 

to the torturing of a debtor on the rack reminds the poet 

of the way a stringed instrument is tuned—by stretching and 

contracting the strings on the frame of the instrument. 

Yet take thy way; for sure thy way is bests 
Stretch or contract me, thy poore debters 
This is but tuning of my breast, 

To make the musick better. (11. 21-24, p. 55> 

Although the process of tuning may be torture, as the poet 

suggests, it is worthwhile in view of the results—a harmony 

of spirit. Herbert, through the single image, illustrates 

the religious conception of purgatory or purification through 

pain. There is an additional pun on "contract" by means of 

which the "tuned" breast is obligated or indebted to his 

tuner. 

The most elaborate and extended use of music as metaphor 

is in the poem "Easter." Along with Christmas, Twelfth Night, 

and Whitsunday (or Pentecost), Easter was a holy day tradi¬ 

tionally celebrated by music and by the singing of the "Proper 

Psalms."20 were holy days of rejoicing and music was 

one of the best ways to show one's pleasure. "Easter" is 

based on the Easter Proper Psalm 57, which begins, "take, 

lute and harp, I myself will awake right early."21 

The poem consists of two sections, each made up of 
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three stanzas. In the first section, the poet asks for 

religious and poetic inspiration through musical imagery. 

The second section represents a ’'song" and shows that the 

poet’s pleas have been answered. 

The elaborate imagery in the first section associates 

love and music, not only in the "consorting” of "heart” and 

"lute," but as they become united in God who is all harmony, 

all love. 

Rise heart? thy Lord is risen. Sing his praise 
Without delayes, 

Who takes thee by the hand, that thou likewise 
With him mayst rise: 

That, as his death calcined thee to dust, 
His life may make thee gold, and much more, just. 

Awake, my lute, and struggle for thy part 
With all thy art. 

The crosse taught all wood to resound his name. 
Who bore the same. 

His stretched sinews taught all strings, what key 
Is best to celebrate this most high day. 

Consort both heart and lute, and twist a song 
Pleasant and long: 

Or, since all musick is but three parts vied 
And multiplied, 

0 let thy blessed Spirit bear a part, 
And make up our defects with his sweet art. 

(11. 1-18, pp. 41-42) 

In the first stanza, the poet calls on his "instrument" 

of feeling to praise the Lord. But the heart is not adequate 

by itself, so in the second stanza he calls on the lute, the 

instrument of utterance, to play his "part.” The term "part" 

is used not only to mean "task," but also musically as one 
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voice or instrument which joins in a concert, or the melody 

assigned to that voice or instrument. In the third stansa, 

although the heart and lute *'consort" (the poet gives utter- 

ance to his feelings), the song is not complete without in¬ 

spiration or the Spirit of God. To "twist" a song refers 

to the plaiting of separate strands into a single rope. The 

image is effective since the music to which Herbert refers 

in the poem has a number of separate parts that interweave. 

The "three parts vied/hnd multiplied" of the third stanza 

refer not merely to the basic triad chord. They emphasise 

the word "twist" to suggest the effect of contrapuntal music 

in which each part is placed in competition with the others 

throughout the whole song, not merely at one instant in the 

song. The suggestion of contrapuntal music is underlined by 

the development of the poem, as the parts—heart, lute and 

spirit—are brought in one at a time. The three parts sug¬ 

gest the Trinity (as does the division of the poem into two 

three-stanza sections) and the ultimate Harmony \«faich is God, 

who combines three distinct persons in one figure. 

The lute is not merely an instrument of utterance in the 

poem. As in previously investigated poems, it is a symbol 

for man. In the second stansa it is extended into an emblem 

22 
of Christ on the Cross. God influences man, not only by 

inspiration (as in the third stansa) but by example. Christ 
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is the completely-tuned man. The pun on “taught" (taut) 

suggests that the taut strings (sinews) of Christ show man 

that the way to salvation is through suffering. In addi¬ 

tion, the image suggests that the proper key for celebration 

of "this most high day" is the one which requires the great¬ 

est degree of tautness, the highest key. hs Manfred Bukofser 

has pointed out, "The choice of keys v/as significant because 

the doctrine of affections coordinated certain keys with cer¬ 

tain affections. .. 23 TIi.ls concept was related to the theory 

of modes and the seventeenth-century controversy over whether 

the major or minor modes were more religiously affecting. 

The poet has chosen the"major mode" for his poem or "song" of 

praise, especially appropriate for such an occasion as Eas¬ 

ter morning. 

Herbert employs "song" both for prayer and for poem. 

Music becomes any kind of spiritual utterance; prayer, 

praise, thanksgiving, but also, at one point, complaint. 

Herbert’s poetry is his spiritual utterance, so that the 

image of song easily comprehends both. Music shows the de¬ 

sire of man to be well-tuned, but it is also the manifesta¬ 

tion of the "well-tuned" state in man. Cnee man has been 

"tuned" or inspired, he can praise God. hs one of Herbert’s 

contemporaries expressed it. 

For to glorify God is an action that cannot proceed 
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but from a disposition of nature that is altered 
and changed. The instrument must be set in tune 
before it can yield this excellent music, to 
glorify God as the angels do; that is, all the 
powers of the soul must be set in order with 
grace by the Spirit of God.24 

Music is the proof of man’s harmony of spirit and his 

concordance with the rest of creation. The poet asks, in 

"Easter," for heart, lute and Spirit to combine in singing 

praises of God, to show man’s love for God who showed such 

great love for man. In "The Thanksgiving" the poet's music, 

which is in praise of God, is also proof of God’s existence. 

My musick shall finde thee, and ev'ry string 
Shall have his attribute to sing; 

That all together may accord in thee, 
And prove one God, one harmonie. {11. 39-42, p. 36) 

Each string has its own attribute (as each man is separate) 

but all strings and all men come together to create harmony 

of which God is the ultimate. The play on "accord" (a chord) 

strengthens the suggestion of not only the trinitarian God, 

but a God who is the source of all love and concord. Again 

in "Christmas" and the two "Antiphon" poems, music shows the 

praise by all creation to the God of all 

But harmony, for man, is not achieved without suffering 

and, at times, Herbert cannot rejoice. In "The Storm" his 

grief and remorse make loud noises which are opposed to and 

cover up the "music" of God; 

There it stands knocking, to thy musicks wrong. 
And drowns the song. (11.13-14,p.132) 
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Herbert, in his grief, can differentiate between secular and 

religious music, for the secular love poet may relieve his 

grief by singing, but Herbert cannots 

And keep your measures for some lovers lute. 
Whose grief allows him musick and a ryme: 
For mine excludes both measure, tune and time# 

Alas, my God# 
("Grief," 11. 16-19, p. 164) 

It is unusual, however, for Herbert to end a poem on a 

note of grief. Generally he recognises that even complaints 

and griefs themselves are musics 

Oh take thy lute, and tune it to a strain, 
Which may with thee 
All day complain. 

There can no discord but in ceasing be. 
Marbles can weep; and surely strings 
More bowels have, than such hard things. 

("Grieve not...," 11. 19-24, p.136) 

Music is a series of dissonances which are resolved before 

the cadences; these dissonances are not truly "discords" 

unless they occur at the end of a phrase or composition. 

The poet insists that man’s only true discord (as disharmony 

or disjunction from God) occurs when he closes his song to 

God on a discontented note or when he ceases all kinds of 

communication with God. The "ceasing" refers both to com¬ 

plaining and to living. Man cannot cease, even in death, as 

long as he has a soul; he thus cannot be discordant as long 

as his soul exists. Again, "strings" are used as synedoche 

for lute and as a symbol for man. Since the strings of a lute 
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are made of "gut” the statement that strings have more "bow¬ 

els" than marble is literally true. But the bowel3 in bibli¬ 

cal usage were also regarded as the source of the tender emo¬ 

tions such as pity^ so that the poem also suggests that as 

long as man has the ability to feel, there is hope for him. 

“Grones" as well as praises move "upward." 

And ever as they mount, like larks they sing; 
The note is sad, yet musick for a King. 

("Sion," 11. 19-24, p. 107) 

Herbert's musical imagery is at the center of much of 

his poetry. Traditional rather than "ingenious," it ac¬ 

quires much of its depth from being part of a world view 

that had a long and full history. It is especially appro¬ 

priate because of the times which saw the universe in terms 

of music and was concerned with musical problems and because 

of the poet who recognised the "untun'd" state of man but 

who had an assurance of the harmony of God. 



II. THE DIRECT INFLUENCE OF MUSIC ON POETIC FORM 

George Herbert's poetry shows evidence of musical in¬ 

fluence beyond the theoretical (religious and philosophic) 

aspects of seventeenth-century music. It shows familiarity 

with the forms and devices of the popular air. In addition, 

the restraint and simplicity of much of his poetry is remi¬ 

niscent of similar effects in Renaissance music and contrasts 

vividly with the extreme affections favored by the Baroque 

musicians who came after his period. 

Herbert lived during one of the most important and 

fruitful times in the history of English music. The dates 

given for the period of the popularity of the Elizabethan 

madrigal and air coincide almost exactly with Herbert's life 

span (1593-1633). John Rowland's First Book of Mrs was 

published in 1597 and John Attey's volume in 1622.^ In a 

slightly different style, but Witten for lute accompaniment, 

were the songs of Walter Porter published in 1632. Of 

course, the popularity of the songs continued after these 

dates, but the style of the air was changing and the madrigal 

form was disappearing. 

This period was a time of great experimentation in met¬ 

rics and stanzaic forms. A.H. Palmer states that of 169 

33 
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of Herbert's poems, the meters of 116 are not repeated.^ 

Albert McHarg Hayes has discovered that out of 127 stanzaic 

poems in The Temple there are 111 different stanza forms.5 

Because the line was often the unit of rhythm in a song 

lyric, the poet employed different line lengths instead of 

enjambment for variety.^ Although Herbert does use enjamb- 

ment, he also experiments with lines of differing lengths. 

"Man's Medley," for example, has the syllabic scheme of 

5,4,10,7,5,10 (p. 131). 

Working together in the lyric in a balanced partnership, 

poetry and music were "coupled lovingly together."5 Although 

the lyric imposed requirements on the music—the echoing of 

the rhythm and mood of the words with the music—the music 

also imposed certain restrictions and rules on the poetry. 

Because the air was based on strophic form which set numerous 

stanzas to the same melody, the rhythm, length of stanza, 

the formal development and the emotional range were, to a 

degree, governed by the tune. 

A brief analysis of a "typical" song, such as Thomas 

Campian's "When to her lute Corinna sings," will perhaps 

clarify some of the concepts that will be employed in this 

chapter. 

When to her lute Corinna sings, 
Her voice revives the leaden strings, 
And doth in highest notes appear 
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As any challenged echo clear. 
But when she doth of mourning speak, 
E'en with her sighs the strings do break. 

And as her lute doth live or die; 
Led by her passion, so must I. 
For when of pleasure she doth sing. 
My thoughts enjoy a sudden spring; 
But if she doth of sorrow speak. 
E'en from my heart the strings do break. 

Metrically the stanzas are similar—most of the lines are 

end-stopped and, although there is no strong break after the 

second line in the first stanza as there is in the second, 

the verses seem to pause at similar places (partly because 

of the couplet rhyme scheme) • Yet the most important break 

comes before the fifth line, emphasized by the "But when" 

and "But if." 

Because the poem must be submitted to the judgment of 

the ear and be apprehended in time, it must be immediately 

understood by the listener who, unlike the reader of poetry, 

cannot go back and reread what he has missed. The concepts 

and emotions, as well as. the language and imagery, therefore, 

must be uncomplicated, at least on the surface. In the 

Campian lyric, there are no extended or ingenious images. The 

comparison of man to a lute is traditional and widely employed 

in the Renaissance, as we have seen in the first chapter. 

The language is direct and immediate; the actions are 
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elemental mid general—"live," "die," "sing," "break." 

Since both stanzas are set to the same melody, repe¬ 

tition becomes a structuring device. The two stanzas are 

parallel not only in meter, but in language, situation, and 

emotional content. The first four verses of each stanza 

present Corinna singing, "reviving" the strings and, in the 

second stanza, reviving the speaker ("My thoughts enjoy a 

sudden spring")• The emotion conveyed in both stanzas is 

pleasure. In the last two verses of each stanza, however, 

Corinna"speaks" of "sorrow" (in the first stanza) and of 

"mourning" (in the second stanza)• In both stanzas, the 

result of her speaking is the breaking of "strings." Be¬ 

cause the words of all stanzas must fit the music, similar 

words and emotions must occur at similar positions in the 

stanzas. The result of writing for music was an extremely 

careful craftsmanship. 

Yet with all the repetition, there is development from 

the first stanza to the second. The development is parallel 

or analogical (as opposed to the generally logical develop¬ 

ment in the poetry of Donne), and the repetition emphasizes 

the variations. Whereas Corinna sings to an actual lute in 

the first stanza, she sings to a metaphorical "lute" in the 

second. The development of the song depends on the ability 
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of the listener to recollect what has been sung before. The 

repetition of phrases and images, added to that of the melody, 

aids in the process of recollection. Here the effect of the 

parallel structure is a hind of ironic comment on the poet's 

relationship to Corinna, for she treats him and cares for him 

only as she treats and cares for her lute. Thus the similar¬ 

ity in metrics and phraseology between the two stanzas juxta¬ 

posed against the implied differences between lute and lover 

addsa further dimension to a seemingly simple and regular song. 

During the time of Herbert the balance achieved in the 

air between music and poetry was breaking down. No longer 

were the words and music in equal partnership, but one element 

had to give way to the other in any given work. In the reci¬ 

tative imported froia Italy the declamatory style, which was 

suggested but kept under control in the lyrics of the Eliza¬ 

bethans, became stronger. The music was largely subordinated 

to the sense and accents of the words, words as they would be 

spoken. On the other hand, composers were developing the 

more abstract forms of music and the rise of instrumental 

music was begun. Where the music v/as most important, the 

voice was used merely as another instrument, and the words 

counted for little. Fragments of poetry (for example, "Where 

e'er you walk") rather than whole stanzas were enough for a 
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complete musical piece. Poetry for music, therefore, was 

not written with the stanza as the basic structure. The 

seeds of these movements v/ere sown in the early part of the 

century, but they did not come to fruition until the Common¬ 

wealth and Restoration. Herbert is still very much in the 

Elizabethan tradition, although his use of both speech and 

song rhythms suggests the developments that were occurring 

in the art of lyric poetry. Since this chapter is con¬ 

cerned with the song elements of Herbert's poetry, the dis¬ 

cussion will be limited to his stanzaic poems. 

Lyric elements are evident in mo3t of Herbert's stanzaic 

poetry. The most obvious element is the type of language 

that Herbert uses. Like the diction of "When to her lute" 

the language of Herbert's poetry is conspicuously simple, 

dynamic and immediate. It is also traditional; it is the 

customary phraseology of the Elizabethan lyric. B1though 

critics have suggested that Herbert uses the secular love 

lyrics for religious purposes, the problem is not that simple. 

Before Herbert there were a number of religious lyrics such 

as those in Thomas Campian's First Book of Ayres "contayning 

7 
Divine and Z-lorall Songs." The majority of the lyrics, how¬ 

ever, were light "conceits of Lovers."® Of whatever kind, 

the lyrics had a conventional language which suited both 
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religious and amorous concerns. For example, the adjective 

"sweet"—a favorite word with Herbert who uses it as a noun 

as well—begins at least thirteen of the lyrics found in 

Fellowes9 and is incorporated in many others. Imperatives 

such as "Come away," found in Herbert's "Dooms-day," begin 

lyrics by such writers as Campian, Dowland, Greaves and Fer- 

rabosco. other favor.its openings for lyrics are the impera¬ 

tives "Come," (Herbert has four poems which begin in such a 

manner) and "Awake" ("The Dawning"). Another opening often 

found is an interjection such as "0" or "Ch". Herbert has 

eighteen poems which begin in such a manner. Throughout the 

lyrics similar words—generally of one or two syllables— 

10 appear consistently. Because the poems were meant to be 

sung, the simplicity and obviously conventional nature of 

the language allowed for immediate apprehension. The effect 

of these words in Herbert's poetry is to underline the funda¬ 

mental and basic emotions which he is treating. The language 

helps to objectify and universalize, by its traditional na¬ 

ture, what is a personal religious experience. 

Not only the type of language, but also the formal ele¬ 

ments of Herbert’s poetry, show the influence of song lyrics. 

As in "Mien to her lute," the central formal device is parallel 

development on several levels of poetic experience—meter, 
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language (including imagery), and emotional and intellectual 

content. 

The composers who set their own lyrics to music could 

admit a great deal of irregularity in the text and still 

frame their music congruently. Yet they usually chose texts 

which preserved a fairly uniform pattern of metrics from 

stanza to stanza. Rhythmical pattern, for the poet-composer, 

concerned more than accent. In his Observations in the Arte 

of English Poesy (1602)H Campian indicates, as Sir Philip 

Sidney shows in his poetry, that the developing experimenta¬ 

tion in music caused poets to be conscious of duration (quan¬ 

tity of syllables) as well as of accent in poetry. Campian 

recognised that pauses as v/ell as syllables must be counted 

as part of the metrical pattern. In such practice, the 

natural movements of words became important; patterns were 

traced in phrases rather than in poetical "feet" or musical 

"bars" and the result was the possibility of a metrical com¬ 

plexity not conceived before.^ Although "When to her lute" 

is not metrically complex, it does show the concern with 

phrasing rather than with feet. The first line may be 

scanned /xx/x/x/.^^ 

Herbert is also aware of the importance of syllabic 

quantity and of pauses in rhythmical effects. "The Dawning" 
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consists of two stanzas which are, although complex, excep- 

tionally uniform in their accentual patterns. 

Awake sad heart, whom sorrow ever drowns? 
Take up thine eyes, which feed on earth; 

Unfold thy forehead gather'd into frowns: 
Thy Saviour comes, and with him mirth: 

Awake, awake; 
And with a thankful! heart his comforts take. 

But thou dost still lament, and pine, and crie; 
And feel his death, but not his victorie. 

Arise sad heart? if thou doe not withstand, 
Christs resurrection thine may be: 

Do not by hanging down break from the hand, 
ttihich as it riseth, raiseth thee: 

Arise, arise? 
And with his buriall-linen drie thine eyes: 

Christ left his grave-clothes, that we might, when gfbf 
Draws tears, or bloud, not want a handkerchief. 

<p. 112) 

The first verse could be scanned as regular iambic pen¬ 

tameter. The result, however, would be unnatural, not mere¬ 

ly because of the meanings of the words. The importance put 

on certain v/ords or syllables because of their semantic stress 

would be more of a conversational or "speech" pattern. The 

movement of the words themselves demands another reading. 

The stops at the end of the first three words create slight 

pauses after the first two words and a longer pause, aided by 

the comma, after the third. 

Awake sad heart, whom sorrow ever drowns (1. 1) 

The remainder of the verse, because of the glides and the con¬ 

sequent lack of stress, gives a much faster reading than the 
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first part. 

Although the accentual and quantitative values of this 

line are complex, they are repeated in the first verse of 

the second stanzas 

Arise sad heart? if thou doe not withstand (1. 9) 

Both stanzas have short fifth lines which act as a hind of 

metrical refrain and as a bridge between the two parts of 

la 
the stanza. * In a slightly different V/ay, Herbert uses 

short metrically similar lines as refrains as in, for example, 

"The British Church," "Employment I," "Sighes and Grones," 

"Praise II," "The Pearl" and "Vertue." 

The rest of the two stanzas of "The Dawning" are also 

parallel metrically, even to the echo of the pattern of 

"victorie" in "handkerchief." The phrases of strongly-marked 

rhythmical structure at important points in the stanza sug¬ 

gest, along with the metrical parallelism, a musical structure. 

In "The Call," a simple lyric, the three stanzas are ex¬ 

actly the same in rhythmical elements—even to the extent that 

all pauses occur in similar places and the parallel pauses, 

slight or complete breaks, are of the same types. The form 

of "Complaining" is, on the other hand, extremely complex, 

yet in every stanza a caesura occurs in the third verse after 

two strong accents. The phrasing, despite the varied length 
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of the lines, is paralleled from stansa to stan2a. 

Besides repeating the metrical form, Herbert employs 

repetition of words and phrases. At times these repetitions 

are simple refrains, as in "Home"— 

0 show thy self to me. 
Or take me up to theei (pp. 107-109) 

More often, however, Herbert varies the refrain to parallel 

the development of the poem. In "Grace" the variation is 

simple punctuation but the result is a change in emphasis. 

The line "Drop from above" is an exclamation in the first 

two stansas. In the next three, it is a simple statement, 

and in the last it becomes a quotation which the poet wants 

no longer to says 

O comei for thou dost know the x-ray: 
Or if to me thou wilt not move, 
Remove me, where I need not say. 

Drop from above. (11. 21-24, p. 61) 

The slight changes in the refrain, here merely punctuation, 

parallel the change in the poet* s emotional and religious 

state. 

The use of the refrain appears in a number of Herbert’s 

poems, among them "Antiphon I," "Grace," "Dotage," "The Pearl," 

"The Church-floore," and "Praise I and II." The use of the 

refrain does not make a poem suitable to be set to music, but 

does indicate a concern for devices which are employed in 
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poetry meant for music. Repetition is suggestive of music, 

rather than of conversation. A refrain may be used drama¬ 

tically, as it is in "The Sacrifice." The sheer repetition 

of "Was ever grief like mine?" creates an emotional intensity 

which comes to a climax in the fifty-fourth stanza. This 

stanza shows the moment of Christ’s despair on the cross. 

The intensity of emotional strain prevents the speaker— 

Christ—from finishing the last of the three rhyme lines. At 

this point, the refrain changes and the question asked by the 

other refrains ("Was ever grief like mine?") is answered in 

anguishs 

But, 0 my God, my God: why leav’st thou me. 
The sonne, in whom thou dost delight to be? 
My God, my God  

Never was grief like mine. 
(11. 213-216, p. 33) 

In the previous stanzas the "grief" was the result of the 

betrayal of Christ by other men; nox* Christ feels that he 

has been betrayed by God. The refrain, the repetition of the 

language, underlines the parallel nature of the stanzas (in 

each stanza Christ is betrayed). The variation, however, 

shows how much more agonizing is this seeming betrayal. Ac¬ 

tually it is Christ who has betrayed himself, not only because 

he is God, but because he has the momentary feeling that God 

has deserted him. Immediately, however, Christ recognizes his 
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error and is ashamed. The refrain returns to the question, 

"Was ever grief like mine?" until the last stanza. Here 

again comes the answer, but with a note of acceptance, of 

resignation. Christ accepts his "grief (and the X'/ord changes 

meaning as the poem progresses) for the salvation of man. 

The use of the refrain is a simple device, but it adds a 

dimension to the poem that would not otherwise be there. 

Many of HerbertJ s most characteristic poems develop not 

by logical argument or elaborate conceit, but, like "When to 

her lute," by a kind of spiral structure. Each stanza of 

Campian* s lyric contains a parallel situation with similar 

and, often, repeated words. Yet, as we have seen, the dif¬ 

ferences between the stanzas are all the more emphasized be¬ 

cause of the repetition (at times for ironic effect); and the 

nuances of the situation are revealed or the interest is ad¬ 

vanced by the successive changes of a single line, phrase, or 

(in other lyrics, if not in "Mien to her lute") letter. The 

effect of such repetition is surface simplicity, a concentra¬ 

tion on form, and a complexity which is only revealed as one 

re-examines the form. 

Donne rarely uses this type of development. The closest 

he comes to using analogous structure is ”Goe and catche a 

falling starre." Here the structure is really only operative 
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in the first stanza where each line is a different way of 

expressing an impossible tash. Herbert, on the other hand, 

employs it a number of times, especially when one considers 

the experimental nature of his poetry and the extreme variety 

of stansaic form. At least fifteen poems are structured 

1C 
analogically.* One of the more extreme forms of this type 

of structure is "Aaron" in which each of the five stanzas 

has the same rhyme words—head, breast, dead, rest, drest— 

and the parallel lines in each stanza have analogous concerns. 

Although George Williamson stresses the image of the 

penultimate line in "Vertue,What is more readily apparent 

is the pattern maintained from stanza to stanza—a pattern 

which is at once parallel and developing. The poem is remi¬ 

niscent of Campian's "Come, cheerful day, part of my life,to 

17 
me" in which both stanzas show the interrelationship of 

day and night, life and death. Each stanza ends with the 

verse "So every day w© live a day we die." In Herbert’s poem 

the first three stanzas begin with parallel images for the 

good, sensuous, experiential things of life—"day," "rose" 

and "spring." All three are described as "sweet." While the 

first two lines of each stanza refer to their attractive qual¬ 

ities, the second two remind the "sweets" that they must ulti¬ 

mately die and suggest that the poet must give them up when 
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he dies. Yet there is also a progression—the spring con¬ 

tains both the day and the rose—and the refrain also becomes 

more inclusive—"And all must die." The last stansa deli¬ 

berately changes, not only the pattern of the first line, 

but the refrain. The previous repetition of ’die" empha¬ 

sises the statement that only the "sweet and vertuous soul" 

lives. The irony of the poem is that the soul "lives" 

primarily only after all else has died. 

"The Dawning" is similar to a two-stansa lyric by 

Campian, the first stansa of X'/hich begins " Awake, awake, 

thou heavy sprite," and the second stansa, "Get up, get up, 

thou leaden man."-1,8 Although they approach the subject a 

little differently, both poems are concerned with salvation. 

In addition, they both have the same type of structure. In 

Herbert's poem, as in Campian*a, the two stansas concern paral¬ 
lel actions, the actions one performs in the morning. The 

phrase in the first line of "The Dawning" is analogous to the 

phrase in the second stanza "Arise, sad heart." The short 

fifth line "Awake, awake" is echoed in the "Arise, arise" of 

the second stansa? and in both stanzas the sixth line begins 

with "And with," The stansas are metrically and phraseologic- 

ally "neat." They also have similar situations—the actions of 

the morning—and ideas—the poet tells his heart to be com- 
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forted and joyful, to remember Christ's resurrection as well 

as His crucifixion. 

At the same time, there is a difference between the two 

stanzas: "Awake, ” with the mere change of a syllable, be¬ 

comes "Arise." The development involves two different actions 

which are in chronological order: one must awake before one 

arises in the morning. On another level, the sorrowful 

heart, in the first stanza, lacks spiritual perception and 

must "awake" to the recognition of the resurrection which 

provides for man's salvation. In the second stanza, the 

sorrowful heart must accept the fact of the resurrection and 

"arise" both in the sense of lifting its spirits and in that 

of allowing its salvation to occur. 

The complexity of the poem, notwithstanding the image 

of the grave-clothes of Christ as a handkerchief, is developed 

mainly through the implications of the traditional and common 

language, implications which become more noticeable with each 

repetition of the words. The title, "The Dawning," refers 

not only to the rising of the sun, but to the resurrection 

which was discovered at dawn and which was the rising of the 

Con of God. Although the pun on the words "sun" and "Son" is 

never mentioned in the poEm, it remains implicit throughout. 

"Dawning" also refers to the growing spiritual awareness as 



the heart arises out of its gloom into mirth at the recogni¬ 

tion of the possibility of salvation through Christ. Herbert 

works with the repetition of common words to give a surface 

simplicity that parallels the simplicity and assurance of 

faith itself, while he plays on the implications and nuances 

of these words to create a complexity of meaning and to paral¬ 

lel the complexity of emotional response to that faith. 

The principle of recurrence infuses the whole structure 

of "Praise II" and creates an even simpler poem on the surface. 

King of Glorie, King of Peace, 
I will love thee: 

And that love may never cease, 
I will move thee* 

Thou hast granted my request. 
Thou hast heard me: 

Thou didst note my working breast. 
Thou hast spar'd me. 

Therefore with my utmost art 
I will sing thee, 

And the cream of all my heart 
I will bring thee. 

Though my sinnes against me cried. 
Thou didst cleare me; 

And alone, when they replied. 
Thou didst heare me. 

Sev'n whole dayes, not one in seven, 
I will praise thee. 

In my heart, though not in heaven, 
I can raise thee. 

Thou grew'st soft and moist with tears, 
Thou relentedst: 
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And when Justice call'd for fears. 
Thou dissentedst. 

Small it is, in this poore sort 
To enroll thee: 

Ev'n etemitie is too short 
To extoll thee, (p„ 146) 

The "meaning" of this poem is inherent in the spiraling 

repetition which is the primary structural device. It is 

not merely an adjunct to the other devices. The rhythm is 

regular and almost sing-song in its repetitiveness. Prac¬ 

tically every line is end-stopped and the syntax is uncom¬ 

plicated, The same words recur over and over again: the 

group of "I," "my," "me" and that or "thou" and "thee" 

occur seventeen times each in a twenty-eight-line poem. 

The rhymes are simple: the second and fourth line of every 

stanza except the sixth end in "thee" or "me." There is a 

lack, not only of extended conceits, but of any imagery at all. 

Each of the seven stanzas relate to the statement, "Sev’n 

whole dayes, not one in seven,/I will praise thee" (11. 17-18). 

In stanzas one, three, five and seven the poet says he will 

praise God. Stanzas two, four and six reveal what God has 

wrought and why the poet will give Him praise. Besides the 

situational content, the emotional content is simple and con¬ 

sistent: each stanza shows the poet's love of God. 

The repetition, however, serves also to emphasize the 
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changes, often slight, occurring in the second and fourth 

lines. The poem consists mainly of the changing relation¬ 

ships among the three components of actor, action and acted 

upon (object). In the first stanza, the actor is the poet 

who says he will act in the future upon God. The only dif¬ 

ference in the second and fourth lines is one consonant—the 

"1" becomes an "m." But the slight change creates an off- 

rhyme and a completely different action. 

The third stanza is similar to the first except for the 

type of actions committed. 'Hie fifth stansa introduces ano¬ 

ther change. Although the second line is still in the future 

tense, the fourth line switches to the present, "I can raise 

thee." 

The second, fourth and sixth stanzas are parallel to 

the other stanzas, but they shift the relationships between 

the poet and God. God becomes the actor and the poet the 

object of the action. The tense of the verb is also shifted. 

It develops from the present perfect in the second stanza to 

the past definite in the fourth. As a consequence of the 

changing tenses the actions of the poet and those of God seem 

to be moving farther apart. Yet after the poet comes to the 

present in the fifth stansa, God's actions are past indefinite. 

The sixth stanza is a climactic one, for the poet as object 
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has disappeared. The recognition in the previous stanza 

that he is able to praise God in the present and his 

raising of God in his heart destroys his personal iden¬ 

tity, his egoism.*9 

In the final stanza the verb changes to the infin¬ 

itive form, wiping out the concept of time as well as 

of personality. The verb is unlimited and undefined 

and emphasizes the "eternitie" of praise that the poet says 

is due God. With the destruction of time and change, the 

poem ends. 

The structure of the poem is thus built on the prin¬ 

ciple of repetition and variation and the simplicity of 

diction and meter is juxtaposed against the complexity of 

implication. The slightest actions—on the part of the 

craftsman-poet or on the part of the believer-poet—have 

had wide and gradually-accumulated consequencess the 

destruction of time and identity, and a reconciliation of 

man and God, time and eternity. 

Herbert's technique is shown in miniature in the last 

stanza. The second and fourth lines are identical except 

for two letters. These letters, however, create two dif¬ 

ferent verbs: "enroll," meaning "to record with honor," 

and "extoll," to "ring out praises." The prefixes caused 
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by the change in letters are exactly opposite—"en" 

meaning "into, in," "ex" meaning "out of, out." Yet the 

two verbs are both ways of praising God. The use of "en" 

and "ex" universalizes the praise. The use of repetition 

emphasizes and is emphasized by the slightest variation; 

the result is both a parallel and an evolving structure 

of meaning. 

Herbert not only uses lyric elements in his poetry, 

but also creates a lyric poem and uses the whole poem in a 

20 
dramatic way. In "Easter" the last three stanzas contrast 

markedly to the first three, which were examined in Chap¬ 

ter II. The first section of the poem constitutes an elab¬ 

orate plea for poetic and religious inspiration so that 

the poet can "twist a song" in praise and rejoicing for 

Easter. The second section is the song which praises God, 

and which shows that the poet's pleas have been answered. 

There is a change of meter, stanza form, rhyme scheme, and 

type of imagery. In the second section, the lines are 

shorter, the accentualipattern—four stresses to each line— 

is more regular, the lines are mostly end-stopped, and these 

are no extended visual images such as the comparison of 

Christ on the cross to a lute. The symbol of the "Sunne" 

for Christ is so familiar that it presents no problems in 
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the immediate understanding of the section. The over-all 

effect of the last three stanzas is simplicity and gaiety. 

I got me flowers to straw thy way; 
I got me boughs off many a tree: 
But thou wast up by break of day, 
And brought*st thy sweets along with thee. 

The Sunne arising in the East, 
Though he give light, & th’East perfume; 
If they should offer to contest 
With thy arising, they presume. 

Can there be any day but this. 
Though many sunnes to shine endeavour? 
We count three hundred, but we misses 
There is but one, and that one ever. (11. 19-30, p. 42) 

Each stanza repeats the same tone of joy and each 

represents praise of God. In addition, however, the three 

stansas have parallel structures. The first two lines of 

each stanza present the endeavors of parts of the creation— 

the poet, the sun and the East, and the other days of the 

year—to act. The second two lines show that Christ is 

superior to any parts of the creation and even to attempts 

to praise him. He is His own best praise. 

Originally, in MS "W," these last three stansas con¬ 

stituted an entirely separate and slightly different poem 

also called "Easter." The original poem was as follows: 

I had prepared many a flowre 
To strow thy way and Victorie, 
But thou wa'st up before myne houre 
Bringinge thy sweets along wth thee. 
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The Sunn arising in the East 
Though hee bring light & th'other sents: 
Can not make up so braue a feast 
As thy discouerie presents. 

Yet though my flours be lost, they say 
A hart can never come too late. 
Teach it to sing thy praise, this day, 
And then this day, my life shall date. (p. 42) 

The most extensive revision was in the last stanza. 

All mention of singing was removed so that the poem, orig¬ 

inally another plea for inspiration, became the song it¬ 

self. Yet the revisions also made the poem more lyrics the 

language in the second is simpler; the form is more balanced 

and more repetitive. In the second version the analogical 

structure prevails, whereas it is absent in the first. 

The songwriters of the Renaissance used parallels, not 

only in one song, from stanza to stanza, but frequently 

in two different songs. It was a popular tradition among 

the lyricists to write replies to poems using the same rhythm 

and, as far as possible, the same phraseology. The poets, 

were, in effect, writing a poem to the same tune as another 

poem.The phrases of the melody might suggest the words 

of the original lyric, adding another dimension of associa- 

tional richness to the second poem. 

Herbert's "A Parodie" is based on the poem "Song," 

now attributed to the Earl of Pembroke, although it was once 
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considered to have been written by John Donne. "Song," 

a secular love poem—very much like Donne's "Valediction 

Forbidding Mourning"—treats the theme of the spiritual 

closeness of lovers who are physically far apart. The 

speaker tells the other person not to grieve about his 

absence. 

Soules joy, now I am gone. 
And you alone, 
(Which cannot be, 

Since I must leave my selfe with thee, 
And carry thee with me) 
Yet when unto our eyes 

Absence denyes 
Each others sight, 

And makes to us a constant night, 
When others change to light; 

O give no way to griefe, 
But let beliefe 

Of mutuall love, 
This wonder to the vulgar prove 

Our Bodyes, not wee move. 

Let not thy wit beweepe 
Woundssense-deepe. 
For Mien we misse 

By distance our lipp-joyning blisse. 
Even then our soules shall kisse. 
Fooles have no meanes to meet, 

But by their feet. 
Why should our clay, 

Over our spirits so much sway, 
To tie us to that way? 

0 give no way to griefe, &c.^^ 

The differences between this poem and "Valediction" are 

precisely those which differentiate between a poem meant for 

music and one that is not. Here there are no elaborate 
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images, such as that of the compass. The language is 

simpler and more direct, the meter and phrasing, while not 

strictly regular, are parallel in the two stanzas. Each 

stanza ends with a chorus. 

Herbert's "Parodie" is more than a merely religious 

rendering of a secular love lyric. The art of parody, the 

word coming from the original Greek "par-odia" meaning 

"to an ode" or "to a melody," is the "setting of new texts 

to old tunes."^ Here Herbert uses familiar metrics with 

different words. Having traced the tradition of formal 

parody, Rosemund Tuve accurately states that there is no 

element' of mockery against the original poem in Herbert's 

24 
parody. Herbert is deriding neither the content nor the 

style of Pembroke's poem. In his desire for religious love, 

Herbert does not deride secular love. As he writes in 

"Jordan I"s "I envy no man's nightingale or spring," (1. 13, 

p. 57). 

Miss Tuve asserts that the love lyric Is only the point 

of departure for Herbert's poem, that after the first stanza 

the poems differ widely and that the relatiohship between 

OK 
the poems is "neutral." Herbert does change the poem in 

both form and content. Instead of two long, fifteen-line 

stanzas, he makes six five-line stanzas. Yet essentials— 
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such as rhyme sequence, length of line—are the same. The 

development of the language and thought also suggests the 

original. 

Souls joy, when thou art gone, 
hnd I alone. 
Which cannot he. 

Because thou dost abide with me, 
And I depend on thee? 

Yet when thou dost suppresse 
The cheerfulnesse 
Of thy cibode, 

And in my powers not stirre abroad. 
But leave me to my load: 

0 what a damp and shade 
Doth me invade. 
No stormie night 

Can so afflict or so affright, 
As thy eclipsed light. 

AIi Lord*, do not withdraw. 
Lest want of aw 
Make Sinne appear©? 

And when thou dost but shine lease cleare. 
Say, that thou art not here. 

And then What life I have. 
While Sinne doth rave. 
And falsly boast. 

That I may seek, but thou art lost? 
Thou and alone thou know'st. 

0 what a deadly cold 
Doth me infoldt 
I half beleeve. 

That Sinne sayes true: but while I grieve. 
Thou com’st and dost relieve, (pp. 183-184) 

The first lines of the first and the fourth stanzas of 

"A Parodie" are paralleled. The second and the fifth stanzas 
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the third and the sixth. Although the third stanza shows 

darkness and dampness within the poet ("invade") and the 

sixth shows coldness surrounding the poet ("infold"), the 

two stanzas act almost like choruses. 

In addition, the similarities between the two poems 

go beyond the first stanza and their relationships are not, 

as Kiss Tuve has said, wholly "neutral." Herbert employs 

the associations 'with Pembroke's poem as a comment on his 

own. By using the form and the language of another poem, 

Herbert is inviting a comparison between the poems and, in 

such a way, adds a dimension to his own poem that would not 

otherwise exist. Herbert counts on the listener's or 

reader’s recognition of the original. 

>vhile Herbert does not mock the love which is set 

forth in "Song," he uses that love to mock his own. Pem¬ 

broke 's poem shows a certainty, on the part of the poet, of 

"togetherness" on the secular level that is lacking in 

Herbert's spiritual poem. It is Herbert's uncertain and 

questioning state that is mocked? for if lovers can be 

certain of one another, how much more certain should man be 

of God's lovei The importance of the use of "SongS becomes 

clear, not only in the similarities between the two (the same 
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form, the use of "night" and "light” imagery), but in the 

changes that Herbert makes. "Song" has "nov/ I am gone" 

whereas Herbert’s poem has "when thou art gone." In the 

latter poem, it is the poet who is grieved and who needs 

comforting, although, as it ironically turns out, it is 

his own raind which creates the occasion for the grief, for 

God is never really absent. The poet's doubts are the 

result of sin. 

Herbert's use of Elizabethan song form pervades his 

poetry. It is partly responsible for the simplicity of 

surface texture and allows for the underlying associational 

complexity of his verse. Like the Elizabethan lyricists, 

Herbert was an extremely careful and experimental crafts¬ 

man? and he gains many of his most characteristic effects 

through the manipulation of structural pattern. 



III. THE INDIRECT INFLUENCE OF MUSIC ON POETIC FORM 

Any discussion of the influence of music on poetry must 

make distinctions about the relationship between the two 

artistic forms. Yet the manifold discussions of this re¬ 

lationship are confused and confusing precisely because the 

distinctions are not made and the terminology is either 

vague or arbitrary. As a result, one finds the statement by 

Northrop Frye that Herbert's stansaic poems are not musical'*' 

and the assertion of Margaret Bottrall that an outstanding 

characteristic of Herbert's verse is its "singing quality."^ 

The difference between the two statements unfortunately does 

not resolve itself into a difference of methodology. Both 

critics are, under cover of vague and impressionistic ter¬ 

minology, approaching the subject analogically. But their 

criteria for "musical poetry" are different and they do not 

make their criteria clear. 

Although Frye's discussion is general, and Herbert is 

mentioned only to illustrate a point, his use of Herbert shots 

a problem in the handling of music and poetry. To Frye, 

continuous "movement" in a poem is musical. Although he 

defines music as "organised sound," when he applies the 

61 
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definition to poetry, he qualifies it to mean a specific 

metrical organization. By “musical," he seems to mean 

verse that is metrically isochronous, usually with four 

stresses per line, which correspond analogically to four 

beats in a measure in music (as in "Christabel"). Not only 

4/4 accentual rhythm for each verse, but also frequent use 

of enjambment, is "musical." The rhythm and rhyme which 

tend to make the single line a unit in itself, according 

to Frye, are unmusical. 

But an equally valid analogy would be that between 

rhyme and cadence, an end-stopped line acting as an authentic 

cadence and a run-on line as an incomplete cadence. In 

addition, Frye's examples of musical poets are Campian and 

Milton, who, although opposed to rhyme in theory, certainly 

practiced it in their poetry. In his discussion it is 

unclear whether Frye is using "musical" in the sense of 

writing poetry suitable for music, in the analogical sense 

of "organizing sound" in the way he calls "musical," or 

simply possessing musical ability. In whatever;" way he uses 

the term, his discussion, although it contains some inter¬ 

esting suggestions which might be developed, fails to give a 

clear and consistent way in which one might approach poetry. 

The point is belabored primarily because Erye's avowed 
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purpose in much of his writing is to suggest fruitful 

approaches to literature and to clarify terminology. 

Miss Bottrail* s primary interest is not poetic theory, 

but Herbert’s poetry. Yet her use of musical terminology 

hinders rather than clarifies. Emphasising what she calls 

Herbert's "musician-like" effects, she says that she is 

concerned with the organisation of sound in the poetry and 

speaks of Herbert's "key modulation" in the poem "Home." 

The term is not only annoying, but misleading. In this poem, 

every stansa—excluding the refrain—rhymes abab. The last 

stansa, however, has the pattern abac. 

Come dearest Lord, passe not this holy season. 
My flesh and bones and joynts do prays 

And ev’n my verse, when by the ryme and reason 
The word is. Stay, sayes ever, Come. (11. 73-76,p. 109) 

The deliberate inversion of "stay" and "come" destroys 

the rhyme in the second and fourth lines (although "pray" 

does,rhyme with the internal "stay"). The last word does, 

however, rhyme with the title word "Home." Despite Miss 

Bottrall's musical terminology, the effect is not "musical" 

but visual. It depends on the ability of the reader to go 

back and see the title, which would not be evident to a 

listener to the poem. 

A "musical" poem—whether in the sense of being suitable 
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for a musical setting or being directly influenced by 

music or in the sense of incorporating musical devices into 

a verbal idiom—appeals through the ear of the listener 

rather than through the eye of the beholder. Consequently, 

to secure its full effect, a "musical" poem must be heard. 

Music is an art of sound qua sound; it is the organ¬ 

ization of sound. Poetry, however^ is an art which employs 

language; that is, the organization of sounds to which 

external significance has been arbitrarily attached. In 

addition, this significance is dual, consisting of an 

intellectual concept (denotation) and an emotional attitude 

(connotation). Music can emphasize the meaning of the text, 

not only when the text is set to music, but analogously when 

the poet employs the musical components of rhythm and sound 

within the poetry itself to complement his content. It is 

in connection with this aspect of poetry that W.K. Wimsatt, 

in The Verbal Icon, asserts,^Poetry^ approximates the 

intuitive sensuous condition of. . .music not by being less 

verbal, less characteristic of verbal expression, but actually 

by being more than usually verbal, by being hyperverbal."4 

In this chapter I hope to show that Herbert does in¬ 

corporate "musical" devices in his verbal structure, that 

he uses patterns of sound and rhythm to support and even to 
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extend the sense of what is written. He employs "musical" 

effects to support and extend, not only the emotional 

content, but the intellectual as well—for emotion and 

intellect cannot be separated in his poetry. 

Although all poets use rhythm and sound, there are 

three reasons why I emphasize Herbert's use of them. In the 

first place, poets use different components to varying 

degrees (Swinburne, perhaps, on one end of the scale and 

Donne on the other) and for various purposes. The poets of 

the nineteenth century, for example, represented by Swin¬ 

burne, wanted poetry to attain the condition of music. Using 

rhythm and sounds for their evocative effects, they were 

concerned with evoking a generalized and vague atmosphere 

and affecting the senses of the listener in much the same 

way that music does. 

Herbert, on the contrary, is not concerned with the 

sensuousness of sound for its own sake. His ultimate con¬ 

cern is the spirit, and he appeals through the sense of 

hearing, rather than to it, to awaken spiritual perception. 

His use of "musical" elements is thus in accord with what we 

found, in the first chapter, was his conception of the use 

and effect of actual music as manifested in his imagery. 

Herbert uses the elements of sound and rhythm as formal 
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devices, creating relationships which must he ultimately 

perceived by the intellect* 

Second, Herbert's use of rhythm and sound patterns 

has been largely ignored. Although his use of the poem as 

a visual entity, poetry as it exists on the page and has 

its extension in space (see "Baster-Wings," "The Altar," 

and “Our life is hid with Christ in God,” for examples),has 

been examined, very little has been done with the temporal 

aspects of his poet ary. Herbert is also concerned with 

poetry which has its extension, development and relation¬ 

ships in time. 

Third, the aspects of sound and rhytlun that have been 

examined have been related to his use of "dramatic conver¬ 

sation" (“The Collar," "Love III"). Although "conversation" 

appeals through the ear, I do not discuss this aspect of 

Herbert ’ s poetry because I am concerned with rhythm and 

sound "patterns." In conversational poems, such as those of 

Donne, pattern is deliberately undereraphasised.® Herbert 

de-emphasizes rhyme and rhytlun pattern in "The Collar? by 

using an irregular rhyme scheme and varied line lengths. Sich 

practice led G. H. Palmer to state, "In accordance with the 

largely intellectual cast of his verse, Herbert employs 

little vowel color. • . .seldom, too, does Herbert strengthen 
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a line with alliteration."® Two answers to this statement 

may be given. Herbert does not "often" do anything, be¬ 

cause of the experimental nature of his verse. For ex¬ 

ample, he does not have many hieroglyphic poems, but that 

he was concerned v/ith the problems involved in such poetry 

is obvious. In addition, Herbert uses and emphasises 

patterns of rhythm and sound more often than such a state¬ 

ment would lead one to believe. "Musical” effects are 

used to supplement the intellectual content of his verse; 

they become a means of grasping that content and of en¬ 

larging its significance. Herbert uses sound and rhythm 

as an adjunct to language, to suggest correspondences which 

are beyond the sphere of simple language, to condense a 

host of relationships in his apparently simple poetry. 

Herbert’s poetry is not often onomatopoetic in its 

use of rhythm and sound, but "Deniall" shows that the poet 

was av/are of the possibilities of onomatopoeia. 

When my devotions could not pierce 
Thy silent eares; 

Then was my heart broken, as was my verse; 
My breast was full of fears 

And disorder: (11. 1-5, p. 79) 

The poem concerns the speaker's despair—his spiritual 

alienation from God because he doubts that God hears his 

prayers. The poem consists of six five-line stansas. The 
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last line of the first five stanzas are unrhymed to mirror 

the disorder which results when the poet feels that God 

has not heard him. This lack of rhyme points to an imper¬ 

fect harmony both between God and the soul and within the 

soul of the poet without God. The fifth line of the last 

stanza, however, does rhyme to show that God has not only 

heard but has also answered the poet's prayers. 

0 cheer and tune my neartlesse breast 
Deferre no time? 

That so thy favours granting my request, 
They and my minde may chime. 

And mend ray ryme. (11. 26-30, 
p. 80) 

The relationship between rhyme and harmony is a traditional 

one in English prosody? so that Herbert has precedents for 

his use. 

Many critics® have pointed to this use of rhyme, iflhat 

has not been seen is that the metrics and the internal 

sound patterns also change. In the first part of the poem, 

the meter is broken and there are many internal rests in 

the lines. The last stanza, hotvever, is regular in meter 

and has no internal steps. The fifth lines of the first 

stanzas are irregular. The stress pattern of all but the 

second stanza is a third paeon (u u h) and the second is an 

anapest (^^/). The last line, on the other hand, consists 
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of two iambs, the heavy stress of the line marking a closure 

and resting place.® 

The sounds of the first part are harsh and abrupt* 

consisting of mostly "r" sounds and stops: "My bent thoughts, 

like a brittle bowl1' (1. 6), and "As good go anywhere, they 

say" (1. 11). The last stanza, however, has much alliter¬ 

ation of the continuant "m" sounds—sounds which stress 

the harmony that has been achieved. The connective sounds 

emphasise the recognition of the bond with God, the refu¬ 

tation of the former denial. Since the poem is concerned 

with hearing, the sound and rhythmic effects are doubly 

appropriate. Despite the inclusion of this typo of poem 

in Summers's discussion of hieroglyphic poetry, these 

effects are not visual, but auditory. They are not de¬ 

pendent upon the reader's seeing the poem on the page (as 

is the poem "Home"). The broken quality of the verse up 

to the last stanza, as wall as the smoothness and chiming 

of the end, is immediately apparent when the poem is read 

aloud. 

Albert McHarg Hayes discusses Herbert0s use of a device 

Hayes calls "counterpoint"—the tension between rhyme and 

metrical patterns—which he says plays down rhyme and sound 

and allows concentration on sense.^ As Summers points out. 
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however, Herbert rarely uses a device for the same effect 

twice;^ and "counterpoint" can also emphasise rhyme, as 

in the poem "Antiphon II." 

Chor. Praised be the God of love, 
Men. Here below, 
Angels. And here aboves 

Cho. Who hath dealt his mercies so, 
Ang. To his friend. 
Men. And to his foe; 

Cho. That both grace and glorie tend 
Ang. Us of old, 
Men. And us in th'end. 

Clio. The great shepherd of the fold 
Ang. Us did make, 
Men. Por us was sold. 

Cho. He our foes in pieces brake; 
Ang. Him we touch; 
Men. And him we take. 

Cho. Wherefore since that he is such, 
Ang. We adore. 
Men. And we do crouch. 

Cho. Lord, thy praises should be more. 
Men. We'have:none, 
Ang. And we no store. 

Cho. Praised be the God alone, 
Who hath made o£ tv/o folds one. (pp. 92-93) 

Here the differing line lengths emphasise the rhyme. 

The syllabic pattern is 7,3,4,7,3,4, which "counterpoints" 

against the rhyme scheme which &s ababcb. The stanzas are 

brought together by the c verses which rhyme with the first 

verse of the following stanza. Because the changing re¬ 

lationships between the angels and the men are shov/n in the 
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last words of each line, it is necessary for the rhymes to 

stand out. 

An antiphon is a religious musical composition made 

up of responsive singing. Here, however, the "anti” is 

taken literally and the men and angels sing "against" one 

another. When the men sing "below," the angels sing "above?" 

when the angels sing "f±iend," the men sing "foe." Although 

the angels and men start out at the opposite extremes in 

their relationships to God, as the poem progresses, they 

draw closer together. The second stan2a shows that angels 

praise God for creation, men for redemption. In the third 

stanza, the closeness of the angels to God is paralleled by 

man's acceptance of God through the Eucharist. In the last 

stanza, there are only five verses. The "two folds" becoming 

one relates both to the poetry (the last two lines are 

joined into a single line)-*-3 and to the men and the angels 

(who are united in common prayer, who are both parts of 

God's creation and under His care (as sheep) and who have 

together the possibility of eternal life). Ending on the 

word "one," the poem underlines the harmony and concordance 

of the universe. 

In "Complaining" "counterpoint" again intensifies the 

sound, not only of the rhymes of the first four verses of 
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each stanza, but of the fifth verse, unrhymed within the 

stanza itself. 

Do not beguile my heart, 
Because thou art 

My power and wisdome. Put me not to shame. 
Because I am 

Thy clay that weeps, thy dust that calls. 
(11. 1-5, p. 143) 

Although the fifth lines of each stanza do not rhyme 

within the stanza, they set up a pattern of rhyme among the 

stanzas. This pattern follows the movement of the poet's 

spiritual state—"calls," "falls," "grief" and "relief." 

In addition, the harmony that is finally achieved between 

the poet and God is emphasized in the last stanza because 

the rhyme pattern switches from aabbc to aaaac (c rhyming 

with the fifth verse of the previous stanza). 

Let not thy wrathfull power 
Afflict my houre, 

My inch of lifes or let thy gracious power 
Contract my houre, 

That I may climbe and finde relief. 
(11. 16-20, p. 144) 

Herbert, however, is interested in more aspects of 

"organized sound" than rhyme and metrical pattern. Some of 

his poetry becomes extremely complex in its internal patterns 

of sound. "The Dawning" has not only the formal pattern of 

repetition examined in the last chapter, but also an elaborate 

pattern on the level of sound. The assonance of the ^ei]. 
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found primarily in the first stansa in the words "awake," 

"take," and "Saviour," is paralleled in the sound [ai], 

found mostly in the second stansa in "arise," "Christ's" 

and "eyes." The sounds are paralleled since they appear 

in similar places in the stansas and because they are present 

in words which have similar meanings—"awake" corresponding 

to "arise" and "Saviour" to "Christ." The difference in 

quality between the two sounds is obvious, but to say that 

these sounds have a certain "color" which adds to the 

meaning of the poem would, perhaps, be true, but too im¬ 

pressionistic for analysis. The sounds are used formally, 

not only to hold the stanzas together, but also to bring 

together the concepts that are represented by the words in 

which the sounds occur. The [ei] and the jaij come 

together in the fourth line of the second stansa in the 

words "riseth" and "raiseth," underscoring the relationship 

between the two actions. Both actions are essentially one, 

just as "awake" and "arise" are aspects of the same action 

and "Saviour" and Christ" are aspects of the same person. 

As Christ rises both on the Cross and at the Resurrection, 

man is raised from his state of sin. In addition, the 

thought of the Resurrection should raise man out of his 

grief over the Crucifixion. Assonance, in such a manner, 
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becomes a means of unifying or synthesising not only— 

as with most poets—the stanza, but at the same time—in 

Herbert’s own particular x*ay—the concepts involved. 

Joseph H. Summers has investigated the patterns of 

sounds in ”Mortification11 where the repetition of sounds 

from stanza to stanza underlines the similarities among all 

stages of man’s life.^ Herbert's use of internal patterns 

of sounds does fuse together the subjects of different 

stanzas and aids in the parallel development of the poem, 

discussed in Chapter II. But Herbert's use of sounds is 

even more specific than Summers suggests? it unites, not 

only the broad subjects of different stanzas, but detailed 

concepts within the stanza itself. 

The second section of "Christmas” shows an elaborate 

and complex use of sound pattern. 

The shepherds sing? and shall I silent be? 
My God, no hymne for thee? 

My soul’s a shepherd too; a flock it feeds 
Of thoughts, and words, and deeds. 

The pasture is thy words the streams, thy grace 
Enriching all the place. 

Shepherd and flock shall sing, and all my poivers 
Out-sing the day-light houres. 

Then we will chide the sunne for letting night 
Take up his place and rights 

We sing Dne common Lord? Wherefore he should 
Himself the candle hold. 

I will go searching, till I finde a sunne 
Shall stay, till we have done; 

A willing shiner, that shall shine as gladly. 
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As frost-nipt sunnes look sadly. 
Then we will sing, and shine all our own day, 

And one another pays 
His beams shall cheer my breast, and both so twine. 
Till ev'n his beams sing, and my musick shine. 

(11. 15-34, p. 81) 

Here the voiceless fricative "s" alternates with its 

corresponding aspirate "oh.*’ The sounds parallel the 

actions and objects in which they occur and proclaim the 

unity of all actions and objects in the praise of God. 

In other words, the concepts are joined, not only on the 

level of image or diction, but also on the level of sound. 

"Soul" and "shepherd," "sing" and "shine" and even "silence" 

(as the sun shines in silence) and "song" are praises of 

God in their own ways. Yet they are all the same in 

their relationship to God. As the soul becomes a shepherd 

(1. 3), the beams" of the sun "sing" and poet's "musick" 

"shines." The sun and song are appropriately brought 

together to praise God? for Apollo was god of both the sun 

and music and the Judeo-Christian God is thought of in terms 

of both light and harmony. The use of sounds becomes an 

"acrostic strategy"*’5 for knitting the words together, and, 

as the words are brought together, so are the concepts 

they represent. 

One of the beauties of Herbert's poetry is that he 
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weaves such a complexity of relationships and meanings in 

apparently simple verse by an intricate and highly-developed 

craftsmanship. Sound is employed as a starting point from 

which the listener ascends to understanding the unity and 

harmony of the world. The ideas he presents by his image 

of music (see Chapter I), he illustrates in the practice of 

his poetry. 

According to Joseph H. Summers, “the poetry of Herbert 

is that of a man to wham music was second only to poetry— 

when he made the separation at all."16 concern with 

music gives Herbert's poetry much of its particular quality s 

the surface simplicity which allows one to enjoy his poetry 

on the first reading or hearing, but the underlying, 

associational complexity which allows one to reread or re¬ 

hear the poetry with increasing enjoyment. Connected with 

these aspects of his poetry is the careful ocraftsmanship 

and the overriding concern for pattern of all hinds. In 

addition, music supports Herbert's vision of the unity of 

the world: although man is fallen, the God of harmony and 

inspiration exists and, with His Grace, can save man. Her¬ 

bert's poems—with their restraint even in passion and their 

underlying assurance of salvation—stand in praise of God. 
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Following long tradition, Herbert can find no better way 

to praise Him than through music. 
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