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Abstract

“THE NAKED GOSPEL":
VARIETIES OF AMERICAN RELIGIOUS POETRY
FROM RICHARD HENRY DANA TO HERMAN MELVILLE
by
Mark A. McCullough

Adviser: Professor David S. Reynolds

“The Naked Gospel’: Varieties of American Religious Poetry, Fronn&it
Henry Dana to Herman Melville” examines the term “religious” in ningteeentury
America poetry. Without ignoring the enormous influence of European and British
Romanticisms, it positions a rich but neglected body of nineteenth-centwegicam
religious verseis-a-visAmerican commentary and criticism of the period. It surveys
attempts by nineteenth-century American editors and writers to catldatepresent a
native religious verse and outlines the standards by which an American psgudged
as “religious.” These judgments, my study argues, reflect how deeply feoteantic
thought had become in American denominational identity, even before the influence of
Emerson on American culture was widespread, and reveal the extent to which
temperament, not theology, was the shared interpretive frame for thigoselas well as
the production, of American religious poetry.

In light of these views of the period's interpenetration of Romantic thought and

American religious identity, my study examines further the verse of A&megicans



who were identified by their contemporaries as “religious” poets: the cplatve
verse of Calvinist-Romantic Richard Henry Dana, the devotional lyrics of Quakar
Greenleaf Whittier, and “The Cathedral,” James Russell Lowell's poanhwh
narrating a pilgrimage to Chartres, depicts the collision between thsiastlzal
imagination of Anglo-Catholic poetics and the iconoclasm of modern skepticism.
Selected for their commitment to an established faith-tradition (Calvjigiakerism)
or, in the case of "The Cathedral,” a recognizable "indebtedness to hhessthewed"
(Anglo-Catholicism), these religious poems resist the dichotomy betwasian and
insight, or the easy passage from doctrine to imagination, and seek insight through
available forms of Christian tradition, though not without great difficulty.

In keeping with the desire to discuss nineteenth-century American religgose
within an American context, | call upon William James, whose Warketies of
Religious Experiencgupplies my study with a critical vocabulary, a structure, and an
interpretive frame. Like the religious anthologies outlined in my introdaciames’
discussion of religious experience is a compendium of Christian temperaments not
theologies, “ways of feeling” religious, not “spiritual.” Two of these terapents, "the
sick soul,” and “mysticism,” along with what James identified as the twin erttie of
"ecclesiastical system" and "naked gospel scheme," provide a structomg $tudy's

individual chapters.



vi

Acknowledgments

| am grateful to the many people who inspired and supported this dissertation. | am
indebted to David S. Reynolds for the opportunity to assist in his biography on John
Brown where | sharpened my research skills. His wise counsel and industyidhed
this work. | want to thank the members of both my Orals and Supervisory comsmittee
Morris Dickstein has been a formidable influence as a teacher and Wrdkard
McCoy, and Joseph Wittreich have offered invaluable guidance and assidteacd.to
especially thank Blanford Parker for his mentorship; his lectures on Aogussitire and
our discussions on poetry were instrumental in solidifying my ideas in all stagss of
work on religious lyric. Many other English program faculty at the Grad@anter have
assisted in this project, including Bill Kelly whose class on Melville sparkethitmal
interest in the author and nineteenth-century American poetry.

| also want to thank the following people for their friendship and conversation:
Jaime Cleland, James Hatch, Evan Pillsbury, Oliver Broudy, Peter,Daoylathan A.
Cook, and Thomas Howard. | am also grateful for my time with students oveatise ye
most recently at Ave Maria University and the University of Southern Mainalswit
Hunter College and Stern College for Women in New York City.

My greatest debt is to my parents Ronald and Claire McCullough and to my wife
Rosemary. Their love and sacrifice have made this dissertation possibleeni,d t

dedicate the following pages.



Vi

Table of Contents

[a) 010 ¥ o3 1 [0] o F AT |

1. “Ways of Feeling the Christian Scheme”:

Anthologies of Religious American Verse in America, 1831-1903............cccuvvvvviiiinnnnnn. 8

2. Sick Soul, “New Phasis™:

The Calvinist-Romantic Imagination of Richard Henry Dana, Sr..............c.cccoeeveee 44

3. Iconoclasm and the Inner Light:

The Religious Poems of Quaker John Greenleaf Whittier.....................ccoooviiinnn. 89

4. “Strenuous Doubt™:

Religious Skepticism in James Russell Lowellle Cathedral......................... 131
Epilogue:
“Perjured Faith”: Herman Melville’€larel and the “Religious” .......................... 164

Select Bibliography ... e T2



Introduction
It was the second of his Gifford lectures on natural religion (1901-2) in which

William James first introduced his now-familiar definition of “rédig.” Having (in his
first lecture) rejected the authority of institutional religion and iectsd-hand”
tradition, James now turned to the immediacy of individual experience. His definition of
religion would serve as a new point of departure:

Religion, as | now ask you to arbitrarily to take shall mean fohels

feelings, acts, and experiences of individual men in their solitude, in so far

as they apprehend themselves to stand in relation to whatever they may

consider the diviné
No single description can offer a complete account of religion at the turn cérihay,
but James’ definition (in the author's own words) “puts us on track” of what the
"religious" had come to mean for nineteenth-century America. Ostensibtgatdo
circumscribe his lecture’s central topic, James’ definition of religionrideescin
miniature the framework of American religious thoughts and habits. The individtgl par
of that framework—feelings, experience, solitude—together constitute atanding
tradition of American religious thought, present since the time of the Puritansover,
the definition, which James uses throughout his lecture to seize upon the most
“accomplished” religious experiences of men and women, what the author calls the
documents humains religious classics, also captures the habits of both ordinary
Americans as they struggled to adapt to the changing landscape of ninete¢mt-ce
belief and spirituality. James’ Janus-like definition—which looked in the direction of

American’s past and future simultaneously--and more generally his inqtorthe

! The Varieties of Religious Experien¢¥intage Books/Library of America: New York, 20036.



nature of religious experience, describe his country’s past as wetlrag @ a harbinger

of “things to come.” With his new point of departure, the authMaofeties of Religious
Experiencanay have very well arrived at the cusp of modernity, but his feet were firmly
planted in the religiousthosof an early age.

Readers familiar with thathoswill recognize in James’ description not only a
depiction of the period’s religious zeitgeist but a sensitivity to its casegell. That
sensitivity was, in part, a product of the author’'s own experience. But as irdlusenti
experience and an understanding of the spiritual milieu would prove to be for his lectures,
there can be little doubt that when James circumscribed the topic of religionlelle cal
upon Ralph Waldo Emerson. More than any other "factor," it was Emerson who offered
James's study of religion a living principle. Despite often being "sil@rdlen” into
James's prose, it was the language of "Spiritual Laws" with its esispdra“solitude,”
"experience,"” and "Nature," that provided James with an American lexicolgaius
experience. And this lexicon provided James with more than words. Emerson, more
than any other religious thinker, embodied for nineteenth-century America what
Lawrence Buell identified as the role of “privatizer of religidnHis work represented
the first “modern” American theorizing of, in James’ own words, “the individuhb]
transacts business by himself aloAé% such, Emerson's work offered James with a
paradigm for religious experience, a “focal exemplar” through which all ettenples
of theVarietieswere to be viewed and judged.

James’s use of Emerson as poet is especially significafariaties penultimate

lectures. In “Other Characteristics,” James alludes to Emerson auplexafthe

2 Emerson(Cambridge: Harvard University Press, 2003), 181.
3 Varieties,34.



“aesthetic motive” of Protestant imaginatibnJudging the “ecclesiastical” element of

religious expression—those “exalted and mysterious verbal additions” of satisfast

and Anglo-Catholic worship—as “pragmatically useless,” James conteatetheir

power to move the imagination is enormous. To illustrate, James provides the example

of English Catholic John Henry Newman whose work he contrasts with that of the

American poet Emerson. Each man, argues James, represent the diversellyet equa

Romantic, literary aims of Protestants and Catholics: Emerson’s warks]ait

intellectual purity and simplification” while John Henry Newman stands foethos

writers who claim “richness is the supremmaginativerequirement.” For imaginations

like Newman’s, James wonders “how flat does evangelical Protestantisnm, dupea

bare those isolated religious lives whose boast it is that ‘man in the bush with God may

meet.” This phrase is an allusion to Emerson’s “Good-Bye,” a poem whose speaker

concludes that men encounters God not in “high conceit” of “school” or “clan” but in the

objects of the natural world. Yet Newman'’s “aesthetic way of feelin@ thistian

scheme” is unimpressed with Emerson’s claim. “What a pulverization and levidliag”

must seem,” exclaims James and continues, “To an imagination used to the perspect

dignity and glory, the naked gospel scheme seems to offer an almshouse foed palac
The passage is brief. James quickly moves on to a consideration of “Confession”

and other “essential elements” of institutional religion. But his plotting dintbe

endpoints that represent “aesthetic ways of feeling” provides us with a hetpédl&”

on which to chart a variety of American religious lyrics written dutiveglong,

Romantic period (1820-1880). Currently, Emerson and the poetry of the “naked gospel

scene” with its emphasis on individual experience and the objects of nature @ooninat

4 Varieties, 411-413.



understanding of the “religious” in nineteenth-century lyrics. We shahelaines his
initial indifference expressed at the stariafrietiestowards theology and organized
religion. Yet, what if we, with the help of James’ phenomenological description of the
twin limits of religious imagination, considered Emerson as one “end” of nintatee
century American religious lyrics instead of as its center?

Like James, we would find it difficult to identify a representative Anagrigoet
who wrote during the Romantic period as “ecclesiastical’; Catholic poetsxdonple,
did not make inroads in the country’s literature until the century’s last decadgdorYe
several American poets (including James Russell Lowell), the “ecstieala was one
alternative “limit” of religious expression that, when put to use, could signahporiant
contrast with the conceit that “man in the bush with god can meet.” In other words, there
are other directions in the “ways fefeling” “religious” in the period’s lyrics that
resemble, yet move away from, Emersonian idealism, while still remgmiragtempting
to remain) Romantic. The so-called “religious” but Romantic vision of thegs poe
cannot be made wholly intelligible through the study of what one recent writealked
the period’s process of “spiritualization.”Neither can they cannot be satisfactorily
understood as returns to the traditional modes of Christian orthodoxy or examples of the
triumph of secularization. Recognition of these alternate visions in Ameridcgious|
lyrics, then, requires a methodology that allows for wider application of the term
“religious” without collapsing into these before mentioned categories.

This study seeks to employ such an approach. Without ignoring the enormous

influence of European and British Romanticisms, this dissertation positiaiskaut

® See Leigh Eric SchmidRestless Souls: The Making of American Spirituafitpm Emerson to Oprah
(San Francisco: Harper Collins, 2005).



neglected body of nineteenth-century American religious wess&-visAmerican
commentary and criticism of the period. It surveys attempts by nineteamtiire
American editors and writers to collect and represent a native religiogsaretoutlines
the standards by which an American poem was judged as “religious.” Thesenidg
my study argues, reflect how deeply rooted Romantic thought had become in America
denominational identity, even before the influence of Emerson on American cultire wa
widespread, and reveal the extent to which temperament, not theology, was the shared
interpretive frame for the selection, as well as the production, of Amestgious
poetry.

In light of these views of the period's interpenetration of Romantic thought and
American religious identity, my study examines further the verse of A&megicans
who were identified by their contemporaries as “religious” poets: the cplatve
verse of Calvinist-Romantic Richard Henry Dana, the devotional lyrics of QUakar
Greenleaf Whittier, and “The Cathedral,” James Russell Lowell's poanhwh
narrating a pilgrimage to Chartres, depicts the collision between thsiastl=al
imagination of Anglo-Catholic poetics and the iconoclasm of modern skepticism.
Selected for their commitment to an established faith-tradition (Calvjiigiakerism)
or, in the case of "The Cathedral,” a recognizable "indebtedness to hhessthewed"
(Anglo-Catholicism), these religious poems resist the dichotomy betwasian and
insight, or the easy passage from doctrine to imagination, and seek insight through
available forms of Christian tradition, though not without great difficulty. addition,

these poems look forward to the century’s most ambitious and least-understood American

® Jenny FranchotRoads to Rome: The Antebellum Protestant Encountiér Catholicism (Berkeley:
University of California Press, 1994), 388.



religious poem, Herman MelvilleGlarel (1876), which is discussed in this study’s
epilogue. Although the work of British Victorians such as Tennyson and Matthew
Arnold played a key role in framing the issues at the heart of Melville's\pOkarel's
real accomplishment consists in its relation to the patterns of religioughtherd poetic
practice within its own local literary culture.

The term “religious poetry” which | have applied to the poems discussed in this
dissertation has itself been the subject of examination. Several of those ¢ixasiaE
cited in the following pages. But my aim has been to allow, when possible, the term
“religious”(as well as its derivations of “sacred” and “devotional”) to ig@drom the
archival material that forms the starting point of my investigation. Fronstiwding
point—a survey of American verse anthologies publishing during the 1800s—emerges
various distributaries that branch into the dissertation’s individual chaptedsbyltbese
occasions of the term “religious,” my examination of the poetry of Dana, Afheind
Lowell is channeled through archival research and close reading and avoids ttugning
“religious” into a stable generic classification. By avoiding the tetigptéo over-
theorize the “religious,” my approach mirrors the adaptability of the & it appeared
during the Romantic period. My study also eschews making the term “religious”
synonymous with “spiritual,” a term which Leigh Eric Schmidt argues hasfgpe
historical roots in nineteenth-century American liberalism. In fact, tleppssessing
several of the characteristics of “spiritually inclined progressives,ptets discussed in
the following pages negated crucial features of religious liberalism asteksne
century’s “spiritualization” of religious thought and practié@ey resisted forms of

Emersonian idealism, which, in matters of faith, placed absolute value on thadéte

" Schmidt,Restless Soul42.



role of nature in authentic religious experience. They registered thetane® to this
idealism and “the doctrine of direct personal inspiration” differently, but, by ctiimgn

to explorations of religious experience using the traditional resourcesisti@hwerse
(allegory, devotional practices, liturgy), their poetry forms an alternatimstellation in

the American religious imagination: a religious poetry born during the Rana
movement, yet skeptical of the “new objects of worship,” even as it refused to @@dvanc
particular religious position or “forward the cause of religion” in wayenagtted by

earlier sacred verde.

In keeping with the desire to discuss nineteenth-century American religgose
within an American context, | call upon James, whose Waitketiessupplies my study
with a critical vocabulary, a structure, and an interpretive frame. Likeliggous
anthologies outlined in my introduction, James' discussion of religious experience is
compendium of Christian temperaments not theologies, “ways of feelingfored, not
“spiritual.” Two of these temperaments, "the sick soul,” and “mysticism, galath
what James identified as the twin ends of the "ecclesiastical syateirihaked gospel

scheme," provide a structure for my study's individual chapters.

8 George Willis Cooke called Emerson’s “The Problgh# “statement of [the] doctrine of direct perdona
inspiration, which is the source...of all genius [and, literature, or religion” The Poets of
Transcendentalism(Boston: Houghton, Mifflin, and Co., 1903), 18ee my discussion on Cooke’s
anthology and Emerson’s poem in Chapter 1.; Altiolig did not coin “the new objects of worship,” poe
and reviewer William Bliss Carmen used the phradeis review of Emily Dickinson to describe what th
“religious” had come to mean for the poets of Aroen Romanticism: “She is a reviver and establishier
the religious sentiment. Full of skepticism and gentle irony of former unbelief, putting aside th
accepting and narrowing creed, she brings us, a&y$em did, face to face with new objects of worship
The Boston Evening Transcridov. 21, 1896; In “Religion and Literature,” T.Bliot defines one kind of
“religious literature” as “deliberately and defibfitChristian, dedicated to “forwarding the caude o
religion.” (Selected EssaydNew York: Harcourt, 1960).

® James employed the two terms—“sick soul” and “iej@n"—as titles for lectures 6 and 7, and 16 and
17 respectively.



Chapter 1:
“Ways of Feeling the Christian Scheme”:

Anthologies of Religious Verse in America, 1831-1903

The literary anthology has always been a popular means of preserving and
promoting a country’s native literature. Its power to influence and shape theguisgm
of generations of educators, scholars, and students is enormous. Yet even when an
anthology loses its grip on readers or ceases to circulate in the classramstill teach
from the archive. In recent years, literary historians have turned to Amegcse
anthologies in order to reconstruct “the complex processes by which canons irap@etry
made and remadé.™If you want to learn [how] a canon begins to get canonized,” writes
one historian, “the literary anthology presents a reasonable place td Start Alan
Golding, Jane Tompkins, and others, to understand the processes of literary canonization
by way of such works as StedmaAs American Antholog§1902), or its earlier,
nineteenth-century incarnation Griswol®sets and Poetry of Ameri¢a842), is to
witness firsthand the formation of the era’s attitudes concerning poBtry drama of
the anthology serves as a powerful reminder of the capricious characteraof/lit

judgment. Poets enter and exit. Their poems arrive on the scene abbreviated and muted,

! Alan Golding,From Outlaw to Classic: Canons in American Podiadison, WI: University of
Wisconsin Press, 1995), xvi.

2 Alan SpiegelJames Agee and the Legend of Himgtflumbia, MO: University of Missouri Press,
1998), 15.

% Works that turn to the anthology for a better ustinding of the reception of American verse of the
nineteenth- and twentieth-century include Mary Ilfelblz, From School to Salon: Reading Nineteenth-
century Women'’s Poetr{Princeton, NJ: Princeton University Press, 20@hristopher BeacltRoetic
Culture (Evanston, IL: Northwestern University Press,90@sp. 82-149; Golding;rom Outlaw to
Classic Neil FraistatPoems in Their Place: The Intertexuality and OrdéPoetic CollectiongChapel
Hill, NC: University of North Carolina Press, 198@hd Jane Tompkin§ensation Designs: The Cultural
Work of American Fiction, 1790-186@New York: Oxford University Press, 1985).



at the service of some new critical principle, representing conformity yé&terday
they stood for change. Editors “anxiously justify their choices” yet “spgdiktiaey
themselves played virtually no paft.”

The study of the American anthology, however, can provide more than a theater
for the debates on the literary canon. The nineteenth and early-twentieth seméuge
awash in anthologies whose ostensible purpose involved the promotion of not simply a
national but aeligiousliterature. In fact, the most widely-stated purpose for collections
of verse published in America between 1825 and 1900 was to assist readers in acts of
private devotion and "to meet the various occasions which suggest[ed] devout tRought."
These devotional, or religious, anthologies of verse were part of a larger desetopm
American religious literature in which, according to historian Frank Luvtedt, three-
fourths of all the public's reading was "theological, ethical, and devotidrilting a
visit to an American bookshop in 1833, French traveler Alexis de Tocqueville found an
"almost innumerable quality of [American] religious books, Bibles, sermonss pi
stories, controversial tracts, and reports of charitable sociétidmerican religious
literature benefited from, among other material causes, recent advapaedishing
technology, but de Tocqueville knew that the numbers disclosed a greater réality. "
Americans," he wrote, "'the ideas of Christianity and liberty are s@latety mingled

that it is impossible...to conceive one without the othewith both political and

* Tompkins,Sensational Designd 88.

°Stephen G. BulfinchThe Harp and the Cross : A Collection of Religi®eetry (Boston, Mass.: Walker,
Wise and Co., 1857), iii.

® Frank Luther MottA History of American Magazines|. 5 (Cambridge: Harvard University Press,
1930), 370.

" Democracy in Amerigaed. Jacob Peter Mayer, trans. George LawrengeR&mcisco: HarperCollins,
2000), 470.

8 Tocqueville Democracy in Ameriga293.
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material restrictions loosened, American writers were now free to ivenaea way
unimagined by former generations, a new literature of the spirit.

Naturally, it is not possible to read this new literature without encountering
religious poetry. Although present from the time of the Puritans, religious thatse
took Christian life, thought or experience as its subject increased in numbericiafiynat
during the first half of the nineteenth century and by mid-century was morepnedes
than any other time in the country's history. Even the Civil War, which shatteredrthe spi
of the nation, did little to diminish the reach of religious verse. The war appdaasd
whet the nation's constantly increasing taste for "devotional poetry'saoced songs."
In an environment where religion "mingled" with the products of the new country so
completely, there was no shortage of lyrics to quench the thirst of the most devout.
Religious journals offered "devotional" verse along with theological commyentdew
and revised hymnals emerged so often (nineteen Unitarian hymnals alone in 1869) that
one collector of sacred verse called the 1860's “the hymnological déo&ae the
collected works of John Greenleaf Whittier, sisters Alice and Phoebe Caryhand ot
poets included a section entitled "religious verSe."

Yet it was through the anthology that readers encountered religious vésse in
most powerful, and most popular, surroundings. “We speak from actual knowledge,”

wrote one reviewer of the period’s religious anthology, “when we say that...coiosla

® Charles Dexter Clevelantlyra Sacra Americana: Or, Gems from American Saétedtry(New York;
London: Scribner; S. Low, Son, and Marston, 1868

1% Nineteenth-century American collections that amprised of poems marked as “Religious” or
“Sacred” includeThe Poems, Sacred, Passionate, and Humorous, biNial Parker WillisgNew York:
Clarke and Maynard, 1868)he Poetical Works of Alice and Phoebe Cg@tew York: Hurd and
Houghton, 1876)Poems and Essays by Jones \(&yston: Houghton, Mifflin, and Co., 1886he
Writings of John Greenleaf Whittier: Poems of NatuPoems Subjective and Reminiscent, Religious
Poems Vol. 2 (Boston: Houghton, Mifflin, and Co., 1888; andThe Writings of Harriet Beecher Stowe
(Boston: Houghton, Mifflin, 1896).
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of religious poems have sold in greater numbers than the works of the most popular
writers.”! At first glance, these collections of "spiritual gems" resemble in alewearys
their more secular counterparts. Like the general anthologies of Americteug wr
religious verse anthologies promulgated a native literature and helped fotioraina
character. Their beginnings in the first quarter of the nineteenth centuliglpdrthe

birth of American literature and, like the literature of the early nationabghereceived
their inspiration in no small part from British sources. They too have persistemiong
our "age of anthologies" as evidenced by the recent publication of anthologiesriké Ha
Bloom’s American Religious Poeni$ Yet for all their resemblances to the general
anthology, religious anthologies present a distinctive profile of Ameritararly

character and their study offers an important glimpse into the period’'srdébins over
what constituted a native, “religious” poetry. This chapter examines four sudbgrof
that reflect the values of its denominational culture and express, through their
commentary on, and compilation of, the country’s religious poetry, their own “way” of

what William James described as “feeling the Christian scheme.”

George Cheever and’he American Common-place of Poetry
At midcentury, Edgar Allan Poe placed the blame for the slow growth of his own
country’s literature on its editofd. But few were as disappointed in the slow growth of

American religious verse as those editors who collected it themselvesdvresement

™ Unsigned review oBingers and Songs of the Liberal Fatith Alfred P. Putnam, quoted in Robert
Brothers advertisement as a part of back mattAnarew P. Peabody;hristian Belief and Life (Boston:
Robert Brothers, 1875).

2 Harold Bloom,American Religious Poengslew York: Library of America, 2006).

13 See review oThe Poets and Poetry of America: With a Historicatoductionby Rufus W. Griswold in
Essays and RevieWew York: Library of America, 1984), 549-556.
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to Griswold’sThe Sacred Poets of England and Ameragrets the fact that “there [was]
no poetry so rare as the poetry of devotibh Elizabeth Dana called many of her own
selections irbacred and Household Poetsad, sad examples” “reflect[ing] only the
light, but not the direct rays of [the] Sult.”In 1864, the American anthologist George
Rider looked back on more than half a century of American religious verse andseitnes
failure. "There are volumes of poems written by Christian men and women," the
anthologist lamented, "without a disclosure of the Christian Faith...without thhbeat
or light of its presencet® That same year a reviewer fdew England Magazingpoke
for many when he summarized more than half a century of religious poetry irathis w
"When we think of what religion is and what poetry is, and what their marriade twug
be, a great part of what is published as religious poetry seems to us a scandalous
mockery.?” For those collecting sacred verse in a country where "Christianity edign[
without obstacles," the relationship between religion and poetry appeared to be one
fraught with disappointmerit.

This disappointment is expressed by George Cheever in the nineteenth century’s
first significant collection of American religious ver3éne American Common-place
Book of Poetry® As editor, Cheever, a Congregationalist preacher, joined a small but

influential group of religious ministers who, in the first half of the century, tLtoe

14 Rufus W. GriswoldThe Sacred Poets of England and America, from #éest to the Present Time
(New York: Appleton, 1850), 4.

15 Elizabeth DanaSacred and Household Poetry, Gathered from the Wégls and Byway@Boston:
Moulton and Clark; Taggard and Chase, 1858), 14.

1 George T. Ridel,yra Americana; or Verses of Praise and Faith, frAmerican PoetéNew York: D.
Appleton and Co., 1865), vi.

" Unsigned review ofyra Anglicanaby the Rev. George T. Ridéprth American Reviewanuary 1865,
Vol. 204, 303-4.

18 Tocqueville,Democracy 292.

¥ The American Common-place Book of Poetry, with Giocel Notes.(Boston: Russell, Shattuck, and
Co., 1831). Subsequent quotations can be founghgas 3-6, unless otherwise noted.
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religious verse as a means of shaping the moral taste of their Ameadans.e Unlike
Baptist preacher Griswold or Samuel Kettell, editoBpécimens of American Poetry
(1829), Cheever made no secret that his collection was religious in flatédéthe
pieces in this volume are of the purest moral character,” wrote Cheever olléotéian’s
preface, “and, considering its limits, and the comparative scantiness ofcAmpdetry,
a good number of them contain, in an uncommon degree, the religious and poetical spirit
united.” Despite that union, however, Cheever bemoaned the lack of the “rarest of
poetry...the poetry of devotion.” He called attention to tieev'beloved volumes” of
religious verse in English that captured the “Christian character,” armitgt that
character to the “spirit of the Bible” rather than the “genius” of his courSyrveying
the field of post-Revolutionary American poetry, Cheever characterizeslig®us
verse as “cold”: “We may find plenty of the sentimentality of religion, esged too, in
beautiful language—but as cold as a winter’s night transitory frost-work on our
windows.” In judging the works gikmerican Common-plac€heever anticipated the
disappointment felt by various nineteenth-century compilers of religious, vessgords
would also be echoed a century later by T.S. Eliot who described the majority of
devotional poetry as a product of “pious insincerfty.”

Amid the “frost-work” of American religious verse, however, Cheever found
signs of life. "[I] rank Richard Henry Dana Sr. at the head of all the Americas,’poe
wrote Cheever in his notes to Wimerican Common-placé[because] he has proved

successful in a higher and more difficult range of poetry,” the devotional IMace

% For a brief but notable discussion of this grong their place in American literary tradition, séermit
Vanderbilt,American Literature and the Academy: The Rootsw@rpand Maturity of a Profession
(Philadelphia: University of Pennsylvania Pres86)952-59; also see Goldingrom Outlaw to Classic,
11-18.

2L After Strange Gods: A Primer of Modern Heré¢sgndon: Faber and Faber, 1934), 30.
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than any other American poet, Dana composed devotional lyrics that (in Cheever's
words) "agitated the soul with a deeper emotion” and "aimed...to rouse up the soul to a
solemn consideration of its future destin&s William Cullen Bryant appears in

American Common-plageaore often than any other writer; poems such as “Thanatopsis,”
“To a Waterfowl,” and “A Winter Scene,” show the writer’s “reverermeréligion.”

After Bryant and Dana, the poets who are represented most include (in desceaeling or
John Pierpont, Lydia Sigourney, James Gates Percival, Carlos Wilcox, Natleakex P
Willis, John Brainard, James Hillhouse, Fitz-Greene Halleck, John GreenletievV

(who was only 23 at the time) and several anonymous poems fraditis¢ian

Examiner These poets were to become, at least for another half a centudsgrtredis
personaeof American anthologies, religious or otherwise.

Of these poets, only Carlos Wilcox appears to have attracted Cheeveeéstinter
enough to warrant a set of lengthy footnotes. Wilcox, who had died four years before the
publication ofAmerican Common-placad been a Congregationalist preacher (like
Cheever) and his long, unfinished poems “The Age of Benevolence” and “The Religion
of Taste” present a clear Christian scheme of salvation, correspondivag tb the
Reformed tradition in which the reality of sin and the need for repentance assargce
element$? In comments which would often accompanied Wilcox’s poetry when it was

anthologized, Cheever observed the “Christian character” of the pregobetrg and the

22 See Chapter 2 of this study for a more extensiuk ht the poetry of Richard Henry Dana and his
particular brand of Romantic Calvinism.

% For a recent treatment of Wilcox, see Barbara &&kentry “Early Narrative and Lyric” ifihe
Cambridge History of American Literature: Ninetdgigentury Poetry, 1800-191&ds. Sacvan
Bercovitch and Cyrus R. K. Patell (Cambridge: Cadde University Press, 2004), 44-48.
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poet’s resemblance to Cowf&rCheever also remarked on the poet’s “local” attraction:
Wilcox’s evocation of a September sunset over Andover Theological Seminanges
Cheever of his own tenure at the school (which he attended in 1825):
Every person who has witnessed the splendor of the sunset scenery in
Andover will recognize with delight tHecal as well as the general truth
and beauty of this description....The great extent of the landscape; the
situation of the hill, on the broad level summit of which stand the building
of the Theological Institution; the vast amphitheatre of luxuriant forest and
filled...the perfect outline of the horizon...When the sun goes down, it is
all in a blaze with his descending glory.
Cheever’s footnote—itself a kind of lyrical tribute to his Alma Mater—illatsts the
influence of seminary culture on the beginnings of American criticism amariite
aspirations. As Mark Noll reminds us, seminaries such as Andover affected thefstud
theology as well as “created expanding networks of individuals who had been introduced
to elite texts...and then made up a market for books, pamphlets, and periodicals that
strengthened the ties among those who wrote and those whdteas part of a
network of Reformed Calvinist thinkers, who first included Lyman Beecher and later
James Marsh and Horace Bushnell, Cheever was actively engaged in hengnitieiz
tenants of Calvinist thought with the emerging Romanticism of his era. Byngyaisi
Wilcox’s sunset as an authentic description in both its particular and gexsraks,

Cheever promoted the participants of his denominational culture while providing his

%4 For example, Cheever's comments on Wilcox areodyred in Rufus Griswold;he Poets and Poems
of America(Philadelphia: Cary and Hart, 1843), 118, and @&sddexter Clevelandy Compendium of
American LiteraturgPhiladelphia: Parry and McMillan, 1859), 374.

% America’s God: From Jonathan Edwards to Abrahanchin. (New York: Oxford University Press,
2001), 254.
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readers with poems of “moral and devout reflection.” In the poems of Wilcox, as well as
of Richard Henry Dana, Cheever discovered a reliable mix of orthodoxy and the new
Romanticism, a “marriage” not found in either the eighteenth-century lyrics of
Connecticut Wit (and Calvinist) Timothy Dwighdr the nature poems of Bryant.
A reviewer for theNorth American Reviedisagreed:
We agree with Mr. Cheever in his opinion that Religion is the highest
theme for poetry, and that a writer who treats it in the best manner, must
be regarded as taking precedence. But...we are not sure that [Dana or
Wilcox]...has correctly conceived tii@m in which religion is employed
to the greatest advantage as a theme for pBetry.
According to theNorth American Reviewhe honor othe American religious poet went
to Bryant, whose poem "Thanatopsis" exemplified a form of devotional poetry that wa
"religious, without the least tinge of gloom...or looseness of principle." Bsypoetry
accomplished the goal of all religious poetry which was "to awaken and gxpres

devotional feeling." "An exposition of doctrine," the reviewer concluded, " however
important and however elegantly dressed in the garb of verse, is not poetry; and a poem
that awakens devotional feeling is essential religious, however desfitang tincture of
dogmatical divinity."

The debate between Cheever and\bgh American Revieveveals three
important features that are often overlooked in the study of early-nineteenthycent

religious verse. First, as an ancillary discussion within the more geledrate over the

direction of a national literature, the measure of a poet's "sacreaisgmayed a

% Unsigned review oThe American Common-Place Book of Poetry, with ©iocel Notes.By George
Cheever.North American ReviewDctober 1831, 297-302.
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significant role in the early canonization of American literature. Anthadogieh as
American Common-Plaa@rculated American poems widely, claiming to feed a public
hungry for home-grown devotional verse. Although their editors were often effiliat
with a specific denomination or movement, these anthologies presented a rich asel diver
selection of Christian verse which offered a blueprint for later "secaitdhblogies of
American verse, like Edmund Clarence Stedman'&merican Antholog1900).
Because these later anthologies still inform our present, religious anédsoddghis so-
called "pre-canonical moment" can be properly seen as a foundation of our current
debates over the American literary canon; their inquiries into what constituted an
"authentic" American religious poetry were as significant and certainhg demanding
than any question in the debate over an authentic native litefatiifee convictions on
both sides of the debate were as strong as those of Rev. Leonard Bacon, Pastor of the
First Church, New Haven Connecticut, who wrote an impassioned defense of the
religious origins of the emerging native literature:
Can there be a truly American literature which shall not be eminently
controlled and enlivened by the spirit of the Christian religion? [...] Can
there be a literature truly and thoroughly American, which shall not be as
thoroughly Christiar??
The answer to Bacon’s rhetorical questions ftmyth sides of this debate would have
been “No.”

Secondly, the quarrel between the Congregationalist Cheever and the Unitarian-

" For anthologies of the “pre-canonical movemergg the first chapter of Goldingrom Outlaw to
Classic 3-18.

2 The Proper Character and Function of Americaetature” inThe American Biblical Repositorijo. 5
Vol. 37 (January, 1840), 20, 22.
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sympathizing editorial board at tiNorth American Revieweveals the extent to which
denominational identity was an important component in the early stages oY literar
criticism. More than a simple variation of judicial criticism, concerns thetform" of
a devotional poem often involved deeply-held ideas about theology and the current
religiousmilieu. In part, the reason for the debate between Cheever aNdAReas
Dana's well-known involvement as a religious polemicist who in 1831 wrote for the
"Unitarian-baiting organThe Spirit of the Pilgrims That the writers at thdorth
American Reviewa majority of whom were Unitarian, would have sided with Bryant,
himself a nominal Unitarian, against the conservative Cheever and his choice of poet
should come as no surprise. As a leader in the evangelical reforms of the Second Grea
Awakening, Cheever found in Dana a clear acknowledgement of sin and man's
dependency on God. Similarly, Unitarians, feeling the pressures of a resurlyams@a
but wishing to avoid the label of theological "looseness," endorsed Bryant asfeepoet
from "gloom" and "dogmatical divinity." For both parties, denominational identity
indicated not simply an amorphous adherence to moral platitudes but a deep commitment
to an intellectual life grounded in religious principles.

Lastly, the debate between Cheever and\ibith American Revievllustrates
that, despite their theological differences, "orthodox" and "liberal” shared much i
common. Most significantly, their shared idiom demonstrates that long bed@erths
mirabilis in which Emerson'laturewas published (1836), Romanticism had long
provided the lexicon in the debate over religious poetry. Cheever felt most at hibme wi
a unique expression of Christian Romanticism. Afrserican Common-Place Book of

Poetry-the first such "Romantic" anthology published in America—alludes subdy to
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number of works by British Romantic poets, especially Coleridge; additiohgdlater
theological works, such dhe Religion of Experience and That of Imitat{@B843)
captures the rhetoric of the Romantic era's spiritual temper. In bssassnt of Dana as
the nation's most important devotional poet, Cheever suggests several assumptions whi
we have come to associate with the Romaepistemeincluding the beliefs that
"feeling" or "emotion" alone provided the form of religious poetry and religious
tradition—here expressed as "dogma"—was the least suited for devotional Arics
closer look at thé&lorth American Review/review of Cheever's anthology reveals an
even-more strict observance of the boundaries set down by Romanticismactienre
against reason, the adoration of originality, and the attention to nature as the primary
object of art® Often these associations can found linked closely in succession, as when
the reviewer foNorth American Revievauds Bryant's use of imagery: "His imagery is
the true and lively expression of nature not transmitted through the pages of a one
thousand preceding writers but taken fresh at first hand from the breathing faee of
divine original.”

These kinds of literary debates and denominational tensions in the first quarter of
the nineteenth century have often been described as a defense of thestatosadud
of early America’s criticism, an adolescent period which would soon be sdpédrsg

the more “mature criticism” of Poe and Ralph Waldo Emer$dn. addition,

2 william Charvat argued that this shared set of Rotia principles contributed to the Transcendental
movement: “Both the liberal and the orthodox tlogis were striving to make the moral principle an
active rather than a merely restrictive one anthftbis point of view they may both be said to have
contributed to the development of American trandeatalism.” The Origins of American Critical
Thought: 1810-1835. (Philadelphia: University ofridsylvania Press, 1936), 16.

% The seminal history of early American criticismst#ll Charvat'sThe Origins of American Critical
Thought. There, Charvat characterizes the “moral tone @& ftariod’s] criticism” which he explained by
nature of “the number of clergymen who reviewedksd@s a defense of the “political, economic, and
moralstatus qud (6, 7). Works following Charvat assessment @& preriod include Harry H. Clark,
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anthologies such ahe American Common-plabave disapprovingly been

characterized as “didactic,” “moralizing,” and (in Poe’s own pun on the doltextitle)
“exceedingly commonplacé® While it is true that Cheever hoped tithe American
Common-Placevould teach—nhis$tudies in Poetrypublished one year earlier, aimed to
present verse “worthy to be committed to memory by the pupil and made the object of
thoughtful and minute examination”—these labels belie the richness of Cheewera “
idealism” and achievement of his collection’s “paratext” (that is, the petdles, notes,
and overall design dfFhe American Common-plac® “Moral” is the right word for the
period’s expectations for religious poetry insomuch as the word distinguiskés o

a “theological” appraisal. Not even Cheever who, along with Philip Scha#, tver

most “orthodox” of the century’s religious anthologists, had a set of unyieldingacrite

for poetry based upon Calvinist or, in Schaff’'s case, Mercersburg, theology. However,
the term “moral” is misleading if by it we mean that the work of Cheever antsotias
simply an extension of eighteenth-century critical practices istaace to the “new
objects of worship” of Romantic poetry. On the contrary, it points to unique concerns by
editors of devotional literature over the role of “religious” within a culture atethby

the “fires of religious zeal.”

The American Common-plaead its critics reveal that the measure of “religious”

“Changing Attitudes in Early American Literary Geism, 1800-1840" inThe Development of American
Literary Criticism ed. Floyd Stovall H. Clark. (Chapel Hill, N@iniversity of North Carolina Press,
1955), 15-73 and John Rathbufmerican Literary Criticism, 1800-186(Boston: Twayne, 1979). The
idea that the Romantic criticism broke with thenfier moral criticism is a commonplace; the phrase
“mature criticism” is froniThe Continuum Encyclopedia of American Literateds. Steven R. Serafin and
Alfred Bendixen (London and New York: The Continulublishing Company, 2005), s.vv. “Literary
Criticism before 1914.”

31 These characterizations were made, in order, lgatat Denny, “Cheever’s Anthology and American
Romanticism,”American Literaturel5 (March, 1943), 1-9; Golding;rom Outlaw to Classicl4; and Poe,
Essays and Reviews51.

32 Studies in Poetry: Embracing Notices of the Liaed Writings of the Best Poets in the English
Language..(Boston: Carter and Hendee, 1830), iv.
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in the period’s new native poetry was a problem of interpreting what Joshu#,Leavi
editor of The Christian Lyrg1831), calledhe “religious effect” of sacred lyrics: “We
want music here which is easy, yet effective; simple, touching, animatowgng; music
in short, which will produce eeligious effectather than that which is only calculating to
please a musical eat*” “Such pieces,” Leavitt claims, l“jre] is intended to collect and
preserve,” a collection of religious lyrics that, rising above the mémalsgical,” could
rouse “the religious affections.” Years after his anthology, Cheever, irsap @s Issac
Watts’ hymn “Sin, like a Venomous Disease,” expressed the same concetheover
religious effect of hymns. As he did in the prefac@loé American Common-place
Cheever argues that such an effect should be judged by its appeal to taadhahuty
of a poem and can only be expressed by one who can “speak out strongly even though he
may lay himself open to captious objections” since Isi&venomous disease; &g
dust-eaters and wind-grasper$.It must be also be beautiful, an expression of “religious
truth and feeling.” “Let every man therein abide in the same calling witkree was
called” concludes Cheever, “and let not Watts and Cowper be sent to dance attendance
upon the fancies of modern musical composers or systematic theologians, however
excellent they be.” Cheever’'s appeal then is for a religious poet to uphold theedott
original sin and the dictates of beauty, beholden not to theologians or to litetiasy cri
but to readers.

Cheever “lost” the argument with tiNorth American Revievi only becaus@he
American Common-plaadepended so heavily on poetry by known Unitarians, especially

Bryant and a handful of poets who had been previously publishtkiChristian

*3The Christian Lyrevol. 1. 3¢ Edition. (New York: Jonathan Levitt, 1831), i.
3 wDistemper, Folly, and the Madness of Sin"Dreacon Giles’s Distillery: And Other Miscellaniésew
York: J. Wiley, 1853), 184-5.
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Examiner This latter source for Cheever’s devotional collection was one of the period’s
most important Unitarian reviews, “not alone because of its exposition of thei&mita
point of view in theology...but because of its distinctive work in literary critici®
Cheever’s decision to make use of Taristian Examinereveals both the shortage of
nineteenth-century Calvinist poetry and the editor’s ardent aim at liteyatholicity.”

That aim would be a frequent gesture of editors after Cheever. “It has beerirfgur] a
wrote the editor oThe Library of Poetry for Sunday Readifig80), “to make the

present collection truly catholic...embrac[ing] a body of representativegotall ages,
denominations, and countrie€."The editor oLibrary was Philip Schaff, the century’s
most vocal advocates of the Mercersburg theology, a subject of controversy among
Reformed thinkers. Yet, despite his belief in the doctrine of the “real preseinCatist

in the sacrament of the Lord’s Supper, Schaff included John Greenleaf Whittiar's “O
Master” (1866), a poem which explicitly rejects all liturgical repreations of Christ.
Schaff’s collection allowed American “authors...the fullest liberty ofntig their
sentiments in their own words.” As we shall see, Episcopalian anthologists voiced a
similar desire for literary catholicity (and registered the sanmapg@ntment). But for
Cheever and other members of the Reformed movements of the first half afitimy,ce
their brand of “religious” poetry, as practiced by Dana and Wilcox, was bebsdbyot
another form of “denominational” poetry and a brand of “devotional poem” which made

no obvious claims or commitment to an established belief or body of faith.

% Frank Luther MottA History of American Magazines, 1741-18%Qambridge: Harvard University
Press, 1930), 284-5.

% Eds. Philip Schaff and Arthur GilmaA, Library of Poetry for Sunday Readifi§ew York: Dodd,
Mead, and Co., 1889), iii.
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Alfred P. Putnam and Singers and Songs of the Liberal Faith

Preservation lies at the heart of all literary anthologies, but for tliiteeseengaged in
preserving American religious literature as it was being writtenatt carried with a
sense of elevated purpose; these religious anthologies did not simply preseastwéade
objects for meditation but were conscious expressions of the editor’s versionireither
outline or detail, of the whole of Christendom. “Religious literature, the psalms and
liturgies of the churches,” wrote Emerson, “are of a slow growth...selectitmsrgd

from the ages, leaving the worse and saving the better, until at last the woekndfdle
communion of worshippers” But for the anthologist, the “growth” by which the
“worse” disappeared while “the better” was saved was not a natural process but one
which involved an active gathering of lyrics from the period’s religious and rigiores
publications—church hymnals, the collected work of individual poets, magazines, and
newspapers—often saving them from literary oblivib@heever remarked that many of
the collection’s poems were “drawn out from corners where they had long lain éorgott
and neglected.” A reviewer fidew England Magazineuggested Cheever had best left
them there, for, in a few years time, “quantities of dust will be foundnmefican
Common-placejvith many an old and mouldering bor&."To reflect the distance an
editor might need to travel to find the “gems of sacred poetry,” Elizabeth Danieslibti
her anthology, “Gathered from the Highways and the By-Ways”; she writbat
anthology’s preface that her role has been “to collect and preserve.” Poerhad wa

editors of going too far afield to “rake up from the by-ways of the country th@ftingk

37“Quotations and Originality” ifEssays and Poemd.ibrary of America College Editions. (New York,

Library of America, 1996), 1030.

3 poe Essays and Revieps51

39 Unsigned review ohAmerican Common-place Book of PodigyGeorge B. Cheeveew England
MagazineVol. 1, Issue 1, July 1831, 91-2.
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Miltons’ who may, possibly there abound.” But in order to faithfully reflect the
“catholicity” of American religious poetry, anthologists were often tlavglgreat
distances to gather what the anonymous compil&@hefChanged Cross and Other
Religious Poemdescribed as the “waifs” of religious vefSe.

Perhaps the most impressive act of preservation with respects to nineteenth-
century American religious verse was Alfred PutnaBirggers and Songs of the Liberal
Faith (1875).In his preface, Unitarian clergyman Putnam described his collection as an
act of recovery as well as discovery: “I have drawn the offerings,” heswfitem
annuals and pamphlets, some of which were printed many years ago; from volumes
which have had their day, and are not now easily to be obtained; from precious
manuscripts whose content now for the first time see the light; and from other
repositories where not a few of the treasures which are here gathered haaelong |
buried, and were in more or less danger of remaining quite neglétt&ihgerspresents
561 such “offerings” of the “devotional spirit,” selected from three generadions
Unitarian poetry: the “rational, yet Christian” poets of “older Unitariatypi(e.qg.

Henry Ware, John Pierpont, and Bryant), the first Transcendentalists who “soadht [G
in the inward life and the soul’s oneness” (Henry Wadsworth Longfellow, Jomgs Ve
and James Freeman) and the disciples of the “radical theology” whose poetry was
tinctured with the light of “mystical...insight” (William Channing Gannett aadnJ

White Chadwick)!? The collection served to introduce new Unitarian writers (like

“0The Changed Cross and Other Religious Po@esv York: Anson D.F. Randolph and Co., 1870), i.
*1 Singers and Songs of the Liberal Faith; Being Silas of Hymns and Other Sacred Poems of the
Liberal Church in AmericgBoston: Robert Brothers, 1875), 8ubsequent quotations can be found on
pages v-xiii, unless otherwise noted.

*2 This grouping of the stages of Unitarian “spirltaapression” is suggested, and briefly descrilbgd,
George Willis Cooke itJnitarianism in America: A History of its Origin drDevelopmen{Boston:
American Unitarian Association, 1902), 243-4.
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Chadwick) while reminding readers of the literary origins of the liberal mewne,
adding “new value” to the early verse of those like Charles Sprague whdseadpiby
1875, almost disappeared from pfint.

Singersexceeded (in number) all earlier attempts by Unitarians to document the
period’s sacred verse, including Stephen Bulfindiiie Harp and the Croq44857). Itis
even more impressive when we consider that, unlike Cheever, Putnam did not need to
cross denominational lines in order to fill his collection. The writers highlighted i
Singers and Songsere almost all self-avowed Unitarians and those, in Putnam’s words,
“Theists and others [who] verge near the Evangelical Faith refused fut acge
sectarian name or be identified with any sectarian organization.” Irasotdrthe
sometimes amorphous results of the religious collections by Cheever and @it
Bulfinch, Singers and Songsdrong “liberal” identity both reflects the increase in
religious verse during the late antebellum and post-War periods and emphasjzes tha
while Reformed thinkers like Cheever “reigned supreme...in the realm @peillic
discourse,” liberal thinkers lead the century in literary productivity, ésbem respects
to religious lyrics written for both public and private occasiinédditionally, Putham’s
characterization of his chosen “religious” verse is elastic enough to eassrapvide
variety of American lyrics but remain recognizably “liberal”:

[These poems] reveal, as a class, a strong faith...in God as the Father; a
love of all that is grand and beautiful in Nature; a deep conviction that a
divine hand is in all things, and is guiding all things on to a glorious...end;

a profound and earnest reverence for Christ and a heartfelt recognition of

“3 See the unsigned review 8ingers and Songs of the Liberal FaittOld and Newed. Edward Everett
Hale Vol. 11. No. 4. April 1875, 468.
* Noll, America’s Gog 255.
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his Cross as the emblem and pledge of victory; a genuine “enthusiasm for
humanity” and a large and genial sympathy and fellowship withsaduls
in every sect or communion.
As we have seen, the claim of literary “catholicity” was a famdiae on the part of
editors of the period’s religious verse. But this passage is notable for itexgbeassion
of several interrelated aspects of a distinctive approach to religiousmwactecan
characterized as “Unitarian.” These aspects include the primacy of GBdthsr,” a
belief in the objects of Nature as analogous to workings of divine love, and a conviction
in Christ’s “emblematic” function, all of which deeply move the reader in the act of
contemplation towards “a genial sympathy...with all souls in every sect and
communion.”

Sympathy, in particular, was a byword in Unitarian discourse for an important
element of religious experience; for Putham as well as for many otharidniministers
turned editors and poets, sympathy and its associated feelings were meplsder the
“narrowness” of doctrine and creed. Many of Putnam’s highlighted poets wrote and
preached extensively on the role of sympathy in the Christian life. The author of s
poems included i®ingers and Song¥homas Wentworth Higginson publishébe
Sympathy of Religiond871) in which he declared religious tolerance as Christianity’s
highest virtue and “exclusiveness” as its “one unpardonablé¥itiien asked how a
preacher could “affect others” and what “the secret of his power over henaatiwas,

Unitarian minister William Channing Gannett answered, “Sympathy—stmpa

> The Sympathy of Religior{8oston: The Free Religious Association, 1876), 24.
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established between them and him by his utterafideig son, William Channing, was
considered by Putnam as one of the late century’s most accomplished writetaniald
poems, especially “The Secret Place of the Most High.” In addition, itnpatyy that
permits the others aspects of the Unitarian outlook, expressed in the poetry of ®utnam
collection—the presence of divine love, the recognition of Nature as teacher, and the us
of Christ as a model for moral life—to cohere. Paradoxically, the Unitaridoel®ying

that nothing in his faith is “indispensible” for his salvation (and thereby avoiding
religious controversy), experiences a “zeal” that, according to the aitReasons

Why | am a Unitariar(1860), is based on aénse of wantnot a string of theological
conclusions”; this zeal is felt “not as a creed, but a sympathy,” a cdiitexrence which

, according to Higginson, distinguishes Unitarian faith from that of Trinitariatrided’

While it has far too many permutations to define definitively, “sympathy” agpe

Putnam as “the religious truth” of his chosen devotional poems, an important element
which he hoped would produce not the “solemn considerations” (in Cheever’s words) of
sin and death but the desire to join the larger community of Christian believers.

At the heart of Putnam’s desire to “awaken” devotional feelings was the.hym
“There is but little heresy in hymns,” he wrote, “It is only the trust and love...cfdbk
which are deeper than our speculative opinions and ecclesiastical predereffueidea
that the hymn could transcend denominational prejudice was often expressed in
American hymnals and periodical reviews. Anna Warner, in her pref&atgias of the

Church Militant introduced her selection of sacred lyrics by suggesting that while in

6 William Channing GannetEzra Stiles Gannett: 1824-1871, A Mem@Boston: Robert Brothers,
1875), 64.

7 John R Beard, D.DReasons Why | am an Unitarian a Series of Letters to a FriendLondon:
Simpkin, Marshall, and Co., 1860), 63-4.
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“prose one denomination will war with another,” hymns capture “the living words of
deep Christian experience” and “tell that the Church is &hEditors often sought

hymns from multiple denominational sources, as one compiler of hymns who “[took]
advantage in the forms of the Episcopal Church, in the silent worship of the Quaker, in
the Congregational singing of the Lutheran and the Methodist, and in the Extempore
prayer usual in our New England churcHgs”

But, for many other editors of religious anthologies, hymns appeared to do more
than rise above the “din of clashed belief’; they also provided readers withpéate for
private devotion. “Domestic worship is the time and occasion for the hymn,” wrote a
reviewer fromthe Unitarian periodicalhe Monthly Religious Magazin&ome book of
devotional poetry...should be ever at hand, should always accompany the Bible and the
liturgy in the delightful ritual of the family altar® In Putnam'’s collection as well as
other collections of nineteenth-century religious lyric, it is often diffitmidistinguish
the difference between hymns which were designed for a liturgicaigsattd those
intended for “domestic worship,” since the term “hymn” could apply to the verse of
public worshipand private devotion, as it did for Henry Wadsworth Longfellow and his
brother Samuel: Henry, the most popular poet of his generation, wrote verse for
liturgical settings, including a hymn for Samuel's ordination. Yet itSasuel who did
most (in Putnam’s words) “to make richer...the musical and devotional element of

worship." From 1840-1860, he edited (along with the Rev. Samuel Johnson) several

“8 Anna Barlett WarnetHymns of the Church Militar{New York: Robert Carter and Brothers, 1858), iv.
“9 Service Book for the Use of the Church of the Plesi (Boston, Benjamin H. Greene, 1844), vi.

%Y Unsigned review oflymns of the Age4865. The Monthly Religious Magazind/ol. 33. No. 1.,
January 1865, 1.

*1 For a discussion of the “fluid” categories in thevotional,' 'religious,’ or 'secular' reading’American
religious anthologies, see Joan Shelley Rubomgs of Ourselves: The Uses of Poetry in America
(Cambridge: Harvard University Press, 2007), 283-33
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works of hymnody including a small but important collection of Vesper songs in 1859.
One of his Vesper hymns which Putnam anthologizes, "Again as evening shadgw falls
illustrates how nineteenth-century hymns refused to be dichotomized into public or
personal spheres; additionally, as it confirms elements of the Unitarian outlalsi, it
reveals a bond with “secular” poems, particularly those written by his bidérey:

Again as evening shadow falls,

We gather in these hallowed walls;

And vesper-hymn and vesper-prayer

Rise mingling on the holy air.

May struggling hearts that seek release

Here find the rest of God's own peace;

And, strengthened here by hymn and prayer,

Lay down the burdens and the care.
By advancing the community's need for rest at the end of the day, the hymn owes more to
brother Henry's poem "The Day is Done" (written one year earlier, in 184b)ahhe
Christian literary tradition of either vesper hymnody or Unitarian doetiliocated in the
village and at the fireside instead within the "hallowed walls" of the chliftie, Day is
Done" also describes a community's "restlessness" at the end of theldesypamsuit of
peace. Even though the peace of mind in "The Day is Done" is found not in tradition
("grand old masters") but in a "simple and heartfelt lay," the poem's dexntattzat
popular verse can soothe the soul is analogous to the hymn's statement thatamging
"in the spirit's secret cell...for ever dwell." But the resemblances eetilie two works

extend beyond terminology. The accents sounded by both men, one as a poet addressing
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the work of poetry, the other as a minister defending the work of devotion, are identical.
Both works credit the important work of silence ("sweeter songs than lips cahamag"
individual contemplation (which is akin to "the benediction/that follows after ghayer
liturgical terms. Both writers present a series of "events"—thd ohseening, the
singing/reading of a "song," the banishment of anxiety—that culminateliscovery of
peace which editors such as Putnam defined as "religious."” By discoveignouse!

peace in the midst of "life's tumult,” each writer plays the importanfatemforter,

offering rest to those who were, in the words of Derwent, the liberal Anglicest pf
Melville's Clarel "stranded upon an interim/Between the ebb and the flow."

For the liberal hymnists of Putnam’s anthology, consolation was as important an
element of denominational identity as sympathy, for it stood in contrast to whiay Jef
Vanderwilt described as the “monitory” nature of Reformed hymnody, exendgdbyie
the eighteenth-century lyrics of Watts and Cowper and the “cautionary tal&anaf
and Wilcox>® Singers and Songiso presents a somewhat more upbeat appraisal of life
than does what Ann Douglas has called the “consolation literature of the period,”
illustrated by poets such as Congregationalist-turned-Episcopaliaa Hy&igourney;
like Sigourney’s poems which detail the parental grief over the loss olida Sprague’s
“Death of an Infant” and Charles T. Brooks’ “Death of a Young Man” belong to a
religious literature that is “domestic and personal,” which remind ther¢haalt

“everyone will be forced sooner or later by the death of a loved one...to turn from public

2 The phrase “din of clashed belief’ is from HernMelville, Clarel. eds. Harrison Hayford, Walter E.
Bezanson, Hershel Parker. (Evanston and Chicagdhiestern University Press, 1991), 3.21.98.

%3 See Jeffrey Vanderwilt, “Singing about Death inékinan Protestant Hymnody” Wonderful Words of
Life: Hymns in American Protestant History and Tlogg. Eds. Richard J Mouw and Mark A. Noll
(Grand Rapids, MI: Eerdmans Publishing, 2004),-2@8S.



31

to private considerations? But the consideration of, and preparation for, death was not
a frequent preoccupations within the denominational culture of the Longfellowsy Henr
Ware Jr., Mary Whitwell Hale, James Freeman Clarke and others Unitgriamsts of
Putnam’s collection who wrote in the fifty years between 1825 and 1875 seldom focused
on “death of the grave” as Watts had or offered “prospective[s] over the river” teadns
attempted to give their readers “views of the divine providence, of the work of Chsist...a
present antiere”> The template of religious experience offered by the religious poets of
Putnam’sSingers and Songguided readers in their hour of “domestic worship,” out of
the “gloom” of belief in “sin from necessity,” and into the direct presencehasC®

Unless we recognize how mutually dependent the judgments of American
orthodox and liberal devotional lyrics were upon each other, we cannot fully understand
how Singers and Sondsr American Common-plageonstructs the “religious” for its
readers. What “religious” meant to Putnam and other Unitarian writersligyibte
only against the background of Reformed orthodoxy. Though frequently present in the
period’s theological discourse, orthodoxy of the kind we associate with the Rdforme
churches was almost completely absent (if Cheever’s collection, or thke dkart
Reformed anthologies of religious verse after 1831, are any indication) inemtrete
century devotional lyrics; editors like Cheever, Schaff, and Horatio Hastinlys ¥deor
of Pearls of Sacred Wisdo(869) had to make do with what little they had available.

Furthermore, Putnam and other Unitarian poets and purveyors of liberal litavanere

** Ann DouglasThe Feminization of American Cultufidew York: Farrar, Straus, and Giroux, 1998), 203.
%5 Unsigned review oflymns of the Aged-5.

* The phrase “sin from necessity” was originally Ktat.uther's but was commonly used by Unitariams t
identify the Calvinist doctrine of original sin.e&, for example, Jared Sparks, Inquiry in the

Comparative Moral Tendency of Trinitarian and Umiéen Doctrines; in a Series of Letters to Rev. Dr.
Miller of Princeton (Boston: Wells and Lilly, 1823), 290.



32

compelled to refer frequently to the “orthodoxy” which they had rejected. If we
remember that a large part of the energies of Cheever’'s denominational @dtlted
from a perceived Unitarian encroachment on New England churches—Andover
Seminary was established in 1808 after an Unitarian was appointed as professor
theology at Harvard in 1805—then it becomes clear that each group needed the other to
make sensible whatever loose confederation of ideas it held regarding timg jaddi
compiling of religious verseThe American Common-plageth its attention to the
“spirit of the Bible” and the “solemn considerations of [the soul’s] future destines”
attempted to counteract the “cold” (read: liberal) devotions of a poetry which was
stripped of its awareness of sin and the imminence of demthers and Songen the
other hand, claimed both to prevail over what Unitarian minister Joseph Henry Allen
described as the “imperative, absolute” and “terrible...system of Ortho@mdyto stand
“on a liberal ground” composed of the interrelated elements of “catholicitmpathy,

and consolation’

George Willis Cooke andThe Poets of Transcendentalism

In her memoir ANew England Girlhood1889), the American poet Lucy Larcom
illustrated the formative power that this template could have on religiousexper
“Almost the first decided taste of my life was the love of hymns,” she sdcalfier
account of childhood, “Committing them to memory was as natural as breathing.”
These same hymns (“of Watts’ and Select”), however, occasion her first bthash wi

religious despair: “l was told...that | did not love God [because] | was not good.”

" Ten Discourses on Orthodox§Boston: W.M. Crosby and H.P. Nichols, 1849), 7.
8 A New England Girlhood: Outline from Memdi§oston: Houghton Mifflin Comp, 1887), 58-73.
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Despair is finally driven away by a “strange minister” who visits herathand tells
Larcom, “He is alive! He is your best friend and He will show you how to be good!”
Leaving behind “the thumb-worn “Watts,” the young girl learns to embrace the
“religious” through the more gentle strains of her “chosen hymns” and “theafree of
clover-blossoms, and the songs of blue-birds and robins, and the deep undertone of the
sea.” Larcom’s account reveals how the outlook of liberal religious lgoigksl release

the devoted reader from the bondage of “Calvin’s creed.” But, in doing so, it could also
throw that readebeyondwhat Emerson identified as the “pale negations” of
Unitarianism and into a world in which “religious feeling” is indistinguiskdbdm the
objects of nature and the authority of the individual spirit. Larcom herselfsadmit

much in her memoir’s introductory remarks: “To me, the reverent faith of the people |
lived among and their faithful everyday living was poetry; blossoms and trees and blue
skies were poetry; God himself was poetfty.”

The liberal understanding of “religious” as presented in Putnam’s anthology
would be altered by changes within Unitarianism, namely by the movement of
TranscendentalismSingers and Songscluded poets who we today consider key figures
of Transcendentalism, including Jones Very, but the movement would produce its own
“religious” verse. As the first anthology of Transcendentalist poetry, GeagleG
The Poets of Transcendentali$h®03) looks back at over half a century of verse, “much
of it [having] not been republished,” and monumentalizes the “poetical output of [the]
movement.” Unlike several of the anthologies discussed in this chaptmits not
devotional, but, as Cooke writes, “If the collection has a large number of religious,poem

it is because this movement was deeply religious in its nature and in its influence

%9 Larcom,A New England GirlhoadLO.
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Several of Cooke’s inclusions signals a shift in tone from Putnam’s compilation of
“strong faith,” especially with regard to his focus on lyrics that had@dpnd and
earnest reverence for Christ” (Christ is seldom mentioned in the poems of Cooke’s
selected authors). Cooke retained several of Putnam’s liberal voices bui Hukls t
chorus, among others, Emerson, Amos Bronson Alcott, Christopher Pease Cranch, and
Henry David Thoreafl? In the collection’s introductory remarks, Cooke chooses
Emerson as Transcendentalism’s representative poet and “The Problent&tetaent
of [the] doctrine of direct personal inspiration’—as its representative poem.

Identified by one of Emerson’s biographers as the poet’s “most magnificent
glorification of the religious spirit,” “The Problem” opens by declaring the vocaf
the ministry being without merit* “Yet not for all his faith can see,” Emerson’s speaker
confesses, “Would | that cowled churchman be.” The poem details the supefiority
nature over religious tradition (“Out from the heart of nature rolled/The burdelns of t
Bible old”) and argues, in Cooke’s words, “the actual faith of the Transcendentali
[which is that] ‘self-relianceis God-reliance.” With “The Problem” as his paradigm of
authentic faith, Cooke reformulates the “religious” as “self-relianoest doing, he
reflects how the period enlarged the scope, and diminished the application, of what it
considered “religious.” By authenticating individual conscience as eed#rtbe
divine, Cooke, along with poems such as Cranch’s “l in Thee and Thou in Me,” and
Thoreau’s “Conscience,” claimed to cast a wider net over the lyricsigibred feeling.

But by suggesting that “self-reliance,” or (in the language of Thore@agsscience”)

9 The Poets of Transcendentalism: An Anthology wittotiuctory Essay and Biographical Nates

(Boston and New York: Houghton, Mifflin, and Co903). Subsequent quotations are taken from pages 1
29 unless otherwise noted.

®1 Ralph RuskThe Life of Ralph Waldo Emers@dew York: Charles Scribner’s Sons, 1948), 314.
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“the soul.../true to the backbone/Unto itself alone/And false to none,” is the essential
component of the religious poetijhe Poets of Transcendentaligraakens the elements
of sympathy and consolation, elements so vital to the Unitarian outlook on devotion, and
renders the term “religious” almost inconsequential. In an effort tortegii “the values
which Unitarianism had concluded were no longer estimable,” it mirrored thef dima
British anthologist of American sacred verse who argued that “every trtespoe
essentially a religious poetry” and proceeded to publish, by way of an example
“Silence” by Edgar Allan Po#.

It is true that earlier anthologies had hinted at such a transvaluatiorgadnednd
poetry. J.G. Holland’€hrist and the Twelve; or Scenes and Events in the Life of Our
Savior(1867) is a notable example. But that collection, which aimed “to feed [the]
starving imaginations” of its readers by presenting Christian thenwggththe form of
Biblical narrative, consigned the beauty of imagination to the service ofideyvibte
idea of “religious” was still anchored to a commitment to religious bélfefhe Poets of
Transcendentalisrwas the first American anthology of religious verse to reject the
traditional application of the term “religious” and embrace openly the tlo¢fipoetry as

religion.” It defined the “religious” as loosely as Walt Whitman did, when,smpheface

%2 perry Miller, The Transcendentalists: An Antholog@ambridge: Harvard University Press, 1950), 8;
H.G. AdamsAn Cyclopaedia of Sacred Poetical Quotatiorfsandon: Groombridge and Sons, 1854), xii.
83 J.G. HollandChrist and the Twelve: or Scenes and Events itifieeof Our Savior and His Apostles, As
Painted by the Poet{Springfield, MA: Gurdon Bill and Company, 186¥), In his introduction, Holland
suggests that a change in the popular taste foedaerse parallels a shift from “religion as aeoke of
duty” to a “subtler spirituality” in which “the pdieal aspect of religion....is alike a want and a
satisfaction.” “The new love of sacred poetry” t&s Holland, “shows that the popular mind is em&ygi
from the bare practicalities of religion, as a sobeof saving and reforming faith, into a lively
apprehension of the divine beauty of the thing&od.” Yet, as Holland maintains, and his selejon
composed by British and American poets in the mafd&blical narrative form, illustrate, beauty isthe
service of religious devotion. The “devotional ier” of Christ and the Twelvdoes not aim to satisfy
“Christian feeling, Christian desire, Christian whip” alone, but rather, like the various Episcéal
anthologies of the period, offer a devotional “sttwe” to counter the vagaries of everyday life.
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to the 1872 version dfeaves of Gras$e meant by the term simply “deep purpd¥e.”
Adapting “religious” in this way allowed Cooke to promote the “feelings” of his
anthologized poets over those of his readers, who, in acts of public worship or private
devotion, drew upon religious lyrics for consolation and connection to either their local
denominational culture or a wider Christian membership. It represented facshif
focus on the reader’s devotional life to the anthologized poet’s “religious feélings
making the collection virtually indistinguishable from its secular countex{rart

This definition of “religious”—which is identical to our current use of the word
“spiritual™—was by no means Cooke’s invention, but a century-long attenuation of
Christian doctrine which was hastened by both American orthodox and liberal tiffhkers.
Nineteenth-century Reformer writers of the “New Divinity” seminaoé Andover and
New Haven , who identified themselves as working within the tradition of Jonathan
Edwards, attempted to transform the elements of Christian orthodoxy into thegamjua
religious affection, a process Jarislav Pelikan has called “the affattransposition of
doctrine.®” As we have seen, liberal Christian writers, as participants in the Romantic
epistemeshared with orthodox reformers a concern for religious feelings; “Of all..sform
in which we find Orthodoxy,” wrote Unitarian minister Joseph Henry Allen, “we hav
not controversy, no quarrel...with [their forms] of sentiment and religious feelings

[which] finds no difficulty in any of the ordinary religious forms of speethStarting as

 Complete Poetry and ProgBlew York: Library of America, 1982), 1002.

8 Cf. Edmund Clarence Stedma®a American AnthologgBoston: Houghton, Mifflin, and Company,
1900).

% For a study on the shift from “religious” to “sipiral” and the liberal groups who participated it
shift, see Leigh Eric SchmidtRestless Souls: The Making of American Spirituéhtyw York:
HarperCollins, 2005).

®"The Christian Tradition: A History of the Developmef Doctrine Vol. 5 (Chicago: University of
Chicago Press, 1989), 122.

% Ten Discourses3-4.
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soon as the new century began, when members of each group turned to the judgment and
circulation of native poetry, their shared discourse only intensified the debhterofe

of verse on their readers’ religious affections. Each group knew that the eskenee
religion wasmorethan feelings or affections but had a difficult time explaimog

poems which they identified with their denominational culture were anything timame
expressions of “generalized emotion and ethical intenfibnThis mutual problem of
expression partially accounts for the interdenominational interest in devotioa tke
private worship of readers gave religious anthologies tamon d’étre By “affirming

that the utterance of art is (potentially) just as spiritual as that of ke, 'Bi
Transcendentalism, and the spiritual movements which it helped produce, did not solve
the long-standing problems between religion and poetry so much as overledp them.
Ostensibly, our current literary measure of the “religious” is indebted tad&@eoke and

the writers like John Burroughs who defined religion as “the sentiment or feelavgeof

and reverence in the presence of the vastness any mystery of life” thanvtorkhed

editors like Putnam and CheevérBut our appointment of Emerson and Whitman as the
twin representatives of American religious poetry—the former the centyngéd

“privatizer of religion,” the latter the “Adam” of “religious poetry...in Ane"—owes a

% The comment is from Lionel Trilling, “Wordswortima the Rabbis” iThe Moral Obligation to Be
Intelligent. Ed. Leon Wieseltier. (New York: Farrar, Stra@&0ux, 2000), 180. The passage reads,
“When the dogmatic principle in religion is sligbteeligion goes along for awhile generalized emotion
and ethical intention.and then loses the force of its impulse, even $serece of its being.”

0 Lawrence BuellLiterary Transcendentalism: Style and Vision in Ateerican Renaissan¢khaca, NY:
Cornell University Press, 1973), 29.

" The Light of Day: Religious Discussions and Critins from the Naturalist's Point of VigBoston:
Houghton Mifflin Company, 1900), viii.
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debt to the work of these Christian editors who were wrestling with the issugyain’s

relationship with poetry before these poets appeared on the literary'$cene.

George Rider’'sLyra Americana, and other Episcopalian Collections

Between the efforts of Cheever (1831) and the publicatidinefPoets of
Transcendentalisr{l903)lie other attempts to anthologize American sacred lyrics, each
with its own variations on disappointment, expectation, and nationalism, as well as a
desire to shape denominational affiliation with the era’s Romantic temperg©up

who made a significant contribution to the literature was comprised of Episcmpalia
Contributions include Charles Dexter Clevelandysa Sacra Americanél868), H.

Hasting Weld'sPearls of Sacred Poetii1869), C.W. Leffingwell’d_yrics of the Living
Church(1891), and W. Garrett HorderThe Treasury of American Sacred S¢b896).

The most notable of these contributions was the earliest, Rev. George Rydar’'s
Americana(1864). Rider, in an attempt to collect poems "irrespective of Doctrinal or
Ecclesiastical affinities," placed poems of his fellow Episcopafjgteen alongside the
works of Unitarians, Baptists, Congregationalists, and even Transcendestiasmy
Emerson and Jones Very sit beside the Dutch Reformed minister George Washington
Bethune; Longfellow and his brother, Unitarian minister and hymn-writggh8teshare
space with James Russell Lowell and his brother the Episcopalian clergymat Robe
Lowell; and the verse of Harriet Beecher Stowe and Margaret Fullegsadienthe

hymns of Sarah F. Adams and Sigourney represent the different faiths of woheen. T

21t was Lawrence Buell who called Emerson “the giizer of religion” inEmerson(Cambridge: Harvard
University Press, 2004), 18 and Bloom who annouriédidatever religion and religious poetry is in
Europe, or in Africa or Asia, in America it is Whiinian” in American Religious Poemslvi.
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collection itself demonstrates the variety of Christian verse in a caltigne described as
given to religious homogeneity.

But like Cheever before him, Rider characterized the scene of Ameelgious
poetry as impoverished:

After a painstaking survey of the whole field, we are driven to the
conclusion that the Christian Faith seems incidental rather than intrinsic--
an accidental mood rather than an informing spirit. Few of our poets are
distinctively or altogether religious. There are volumes of poems written
by Christian men and women without the disclosure of the Christian faith:
without either the light or the heat of its presence. Again, in other
directions, Faith takes the shape of sentiment or of ethical speculation.
Rider’s evaluation reflects the various attitudes towards the period’s sersedmade
by Reformed and liberal editors but with a difference. Rider does not advocate a
stronger adherence to doctrine nor does he blame the “incidental” qualityesicAm
Christian verse on its failure to realize “devotional feelings” in the seitaioins of
sympathy and consolation. Instead, he deems his country’s native verse asd]alkf
deep Historical back-ground of Ecclesiastical architecture and traditiat-+i¢h
Liturgical usage and feeling...[of] the English school.”

Like his Episcopalian contemporaries with whom he shared an interest in native
religious verse, Rider was influenced by the ideas of the Oxford Movement, a group of
nineteenth-century Anglicans who appealed for a renewal of “catholic” thangl
practices within the Church of England. Their appeals were made not only in thablogi

tracts (which earned the group the name “Tractarians”) but hymns and devptetral
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which influenced “a whole new development in hymnody and modified even the well-
established Evangelical tradition” in England as well as Améfiodithough American
Episcopalism was not affected as profoundly as England by the social andlpolitica
upheavals of the Oxford movement, religious lyrics written by the key fignirdst
movement, including John Keble, Issac Williams, and John Henry Newman, shaped the
ways in which editors like Rider conceived the possibilities for religious wetbeir
own country’*

The spirit of Tractarian poetry was Romantic, a fact which Newman destins
his autobiography published a year aftgra Americana, Apologia Pro Vita S{h865-
6). There, Newman, whose conversion to Roman Catholicism in 1845 was as powerful
an event for nineteenth-century Anglo-Catholicism as Emerson’s abandoointieat
Unitarian ministry would be for nineteenth- and twentieth-century Chrisbarals,
described the Oxford movement as both a “re-action” to the “dry and superficiahiga
and the literature of the last generation,” and a natural development of tlsemsiility
in the county’s religious spirit, quickened by the Romantic literature of Yadiett,

Samuel Taylor Coleridge, and William WordswofthAs we have seen, the work of

3 G.B. TennysonVYictorian Devotional Poetry: The Tractarian Mo@@ambridge: Harvard University
Press, 1981), 5.

" For a history of the Oxford Movement’s influenae American Episcopalism and culture, see Charles
C. Tiffany, The American Church History Serigsl. 7, A History of the Protestant Episcopal Church in
the United States of Ameri¢dlew York: The Christian Literature Co., 1899) 4580; Paul A. Cartethe
Spiritual Crisis of the Gilded Ag@ekalb, IL: Northern lllinois University Press971), 187-89; T.J.
Jackson Leardjo Place for Grace: Antimodernism and the Transgtion of American Culture, 1880-
1920(Chicago: University of Chicago Press, 1994), 284 Diana Hachstedt Butleéstanding Against the
Whirlwind: Evangelical Episcopalians in Ninteentartury AmericgNew York: Oxford University Press,
1995), 93-135; and E. Brooks Holifielliheology in America: Christian Thought from the Ag¢he
Puritans to the Civil WafNew Haven: Yale University Press, 2003), 235-8.

S Apologia Pro Vita SuaEd. lan Kerr (New York: Penguin Books, 1994);,19®); a good study of the
shared characteristics between the Oxford movearahtiterary Romanticism is Michael H. Bright,
“English Literary Romanticism and the Oxford Movertiein Journal of the History of Ideagol. 40,

1979, 385-404; a book-length exploration of thensmtions between the two can be found in Stephen
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Coleridge and Wordsworth played a critical role in the ways in which Reformed

Calvinists like Cheever understood what constituted a “religious poem.” But Riddrt soug

an additional element of the “religious,” one as congruent with his denominational

culture as (in Melville’s words) “that Calvinistic sense of Innate Bepy and Original

Sin” had been for Cheever's. Rider called that element the “Ecclediaatida

“Liturgical...feeling.” In doing so, Rider followed the lead of Anglican the@agnd

poet John Keble whoskhe Christian Yea(1827)--the century’s most popular volume of

religious verse—presented readers with poems of “sound faith,” and promiseddo creat

“the sober standard of feelings” by offering, in “authorized formulariesthetiturgy,”

a stability for the period’s “un-bounded curiosity...and morbid eagern@sAsg such, it

was an attempt, in the form of an anthology, to overcome an impasse created by orthodox

and liberals in their debate over what made an American poem “religasgbver,

collections likeLyra Americanavere born of a desire to feed “the starving imaginations”

of the religiously devout and to “bring [their] thoughts and feelings into moresentir

unison with those recommended and exemplified” by traditional Christian orthodoxy.
Episcopalian editors of religious poems, as well as the poets they promoted,

sought to familiarize readers with Christian teaching in two wayselscting poems

that treat the themes of the Christian calendar (such as Advent or Lentiridmesds

(Baptism, Holy Communion), church architecture (especially that of the cxithe),

and Anglo-Catholic ritual and worship practice; and by arranging those poems t

conform to the liturgical season. Several anthologies of the period arranged ¢nesr po

Prickett,Romanticism and Religion: The Tradition of Coleedand Wordsworth in the Victorian Church
(Cambridge University Press, 1976).

®The Christian Year, Lyra Innocentium, and Other e@_ondon: Oxford University Press, 1914), 1;
For a review ofThe Christian Yeas popularity in the Victorian age, see Tennysdittorian Devotional
Poetry, 72-113.
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in some fashion different from listing poems by composition date or period and these
arrangements reflected their devotional “character, ” as is the casdaliand’sChrist
and the Twelvéfrom the Annunciation to the afterlife) and SchafRsLibrary of Poetry
(from “The Poet” to “The Poet in View of Heaven”). But arrangement fordépalians
was a key element of the “Liturgical feeling.” By evoking the “authadrizemularies”

of the Prayer Book, Rider’s poets, such as Arthur Cleveland Coxe, “displagthergél
poetry oftrue religion” which “captivates the imagination without repelling the
reason.”” This element of Anglo-Catholic poetry is exhibited perhaps most clearly by
novelist Harriet Beecher Stowe, who after her conversion to Episcopaljgesmed
“Hours of the Night,” a collection of seven short poems, each representing an hour of
Easter Vigil in which the faithful anticipate Christ’s resurrection. Rsdawn “Easter-
Day,” a blank verse meditation that combines autobiography with neo-gothic
monumentalism, shows how liturgical observance could offer a poem a form it might
otherwise be missing. As Rider’s speaker approaches the church wheen“tmsgs of
God/Verge nearest to our darkened sphere,” he encounters sacramentalamioject
world which mirrors the eternal. Unlike the treatment of worship in a majorityeof t
period’s poetry, the poem claims that traditional worship service—the Te Deaifio|d,
primal creed, the celebration of the Eucharist—does not stand at odds with the

subjectivity of the Romantiepisteme “Easter Day’s” template of religious experience is

7 Arthur Cleveland CoxeChristian Ballads. (Philadelphia: L. Johnson a@d., 1847), vii-ix.
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repeated byyra Americana’other Episcopalian contributors, including Bishop George
Washington Doane, James Wallace Eastburn, and William Croéwell.

But even Rider recognized that the “liturgical feeling” so prized by éwngl|
Catholic thinkers and poets was not congruent with the presence of the largauselig
spirit of American poetry. That spirit, Rider confessed, derived from the coratiompl
of “Nature”: “All her sweetest inspirations have come down like life-blood into our
sacred verse.” Rider established this fact, as Cheever, Putnam, and Cooke would, by
publishing the nature verse of Whittier, Emerson, Very, and Bryant, around which his
anthology added the scaffolding of his denominational culture. William Jamediatenti
this need to arrange religious experience through the “sacerdotal systanglof
Catholicism as the central component of the “ecclesiastical imaginafioicdntrast to
this imagination (of which Newman was the chief exemplar) James placed the
imagination of evangelical Protestantism which boasts how “man in the bushadth G
may meet.” The allusion to Emerson’s poem “Good-bye,” united with his desaorgti
the aesthetic “richness” of ecclesiastical imagination depicts hoes#he twin limits of
“feeling the Christian scheme.” Rider’s anthology illustrates—bys®iyeand perhaps
even in the spirit of “catholicity"—both schemes and, as such, joins in spirit those
anthologies by Cheever, Putnam, and Cooke that attempt to portray the “religidwes” in t

country’s native verse.

8 Many of these Episcopalian poets were unknowni@eithie precincts of the church’s local culturee S
unsigned review ofyra Americanan Littell's Living AgeVol. 31, October-November 1865, Boston:
Littell, Son, and Company, 421.
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Chapter Two:
“Sick Soul, New Phasis™: The Calvinist-Romantic Imagination of Richard Hery

Dana Sr.

With many other American poets of his generation, Richard Henry Dana (1787-
1879) faced the challenge of writing lyrics that united "religious and pbspicd...not
merely moral in principle, but devotionalfieeling'* The devotional lyrics of poets like
Dana, as highlighted in our last chapter, played an important role in the estaldishing
native American literature; not only did these lyrics make and reflect Hrgriy tastes
of readers, but poets such as Nathaniel Parker Willis, Lydia Huntley Sigoudot
Pierpont, and Carlos Wilcox "provide[d] a fresh ministry of spiritual streagd
comfort" to American readefs Although Dana was an active beneficiary of this
circulation of devotional lyrics, his aims were even more ambitious. In an agdidad
"Christian" in name "but skeptic at heart," Dana wrote for the "man [whog¢fcHads be
superstitious without learning to be religioddis poetry illustrates a deep concern for
what he called "the present['s] paralyzing effect upon the imagindtidta"American
poet before Emerson, in fact, gave as strong a voice as Dana did to the powers of the
imagination in a country "more hungry for its future than addicted to its past."

Five years before the publication of Emerson’s “Nature,” the anthologisg&eor

! George CheeveStudies in PoetryCarter and Hendee, 1830). V.

2 Alfred P. PutnamSingers and Songs of the Liberal FaitfBoston: Robert Brothers, 1875), Vii.

$» Natural History of Enthusism” iRoems and Prose Writings in Two Volumésl. 2 (New York: Baker
and Scribner, 1850), 384

*“The Past and the Present’foems and Prose Writing:231.

® Jaroslav PelikarThe Vindication of TraditiofNew Haven: Yale U.P., 1984). 20
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Cheever ranked Dana at “the head of all...American p8etés’emphasis on the soul
and its emotion, placed against a background of sin and “the solemn consideration” of
death, made him appear to Cheever (and other orthodox Christians) as a faithferrecord
of American Calvinism. But his earlier role as writer Ttve North American Review
positioned Dana at the fulcrum of the shifting sensibilities in the first twadgscof
nineteenth-century American Romanticism. As such, the poet was a citizem of tw
worlds, a fact illustrated by Dana’s most anthologized poem, “The LittlehBigiad”:

Thy walil,--

What doth it bring to me?

Thou call’st along the sand, and haunt’st the surge,

Restless and Sad; as if, in strange accord

With the motion and the roar

Of waves that drive to shore,

One spirit did ye urge,--

The Mystery, --The Word.
The speaker of this passage suggests all the permutations of Dana’s tdertitg as
Calvinist and Romantic: the questioning of Nature’s lessons, the solitary speake
tentative, almost equivocating, voice, the attention to the background of “guilt, remorse
and despair.” The appearance of “The Word,” however, makes clear the bird song’s

Christological meaning and sets the poem apart from its literary progémipaa

® George Cheevelhe American Common-place Book of Poetry, with Giocel Notes (Boston: Russell,
Shattuck, and Co., 1831), 130.

" Dana, Richard HenryPoems and Prose Writings in Two Volum@gew York: Baker and Scribner,
1850). Vol. 1. Lines 11-18. Hereafter poetry dibe text by line-number.
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Waterfowl!” (1821). Bryant’'s poem, often anthologized alongside “The [Biaeh
Bird,” contains no such specific Christian content but instead presents a “Rueer”
“from zone to zone,/Guides through the boundless sky” the bird’s flight, a lesson of
providential care to those who, like the speaker, are “lone wandering, but nét lost.”
Being lost, however, is the bird’s business in Dana’s poem; it takes the speaker’s
invitation to “quit...the shore” to dispel the poem’s tone of “mourning.” This elegiac
tone contrasts with Bryant’s hopeful meditation, a distinction suggested bylyan ear
reviewer of the two poets who extolled Bryant’s tone as “religious, withoue#se tinge
of gloom” and censured Dana as ill-equipped “to awaken [or] express devotional
feeling.”

This critical-theological contrast between the two poets was expsaveral
times throughout their lifetimes, until the end of the century when dominant American
criticism seldom discussed the merits of poetry using what Jane Tompking edietief
language of “religious controversy” based on “doctrinal groun8iatithout these
grounds, comparisons between the two poets ceased. However the receptions of each
writer were markedly different. While alive, William Cullen Bryant wadely
celebrated as the century's greatest American poet; his collectiorseT ianatopsis
and Other Poemgl821) has been often cited by critics as "the first great book of
American verse® While not our most prized poet, Bryant has become nineteenth-

century America's "first poet" of American Romanticism and a harbwighe

8 The Poetical Works of William Cullen Bryaetl. Henry Cady Sturges and Richard Henry Stodgéed/
York: D. Appleton and Co., 1903), 26-7.

° Unsigned review ofhe American Common-Place of Poetry with Occasitimesby George B.
Cheever. North American ReviewDct. 1831, (Vol. 33, Issue 73), 301.

1% sensational Designs: The Cultural Work of AmeriEantion, 1790-1860(New York: Oxford U.P.,
1985), 21.

" Dana Gioia, “Longfellow in the Aftermath of Modésm” In The Columbia History of American Poetry
ed. Jay Parini (New York: Columbia U.P., 1993), 75.
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transcendental poetry of Ralph Waldo Emerson and Emily Dickinson. More
importantly, his devotionally-tinctured poems represent for us the important beginnin
of the "spiritualization" of American religious sensibility. Leighd&8ichmidt has
recently described this process of "spiritualization" as the signifiedefinition of
Protestant practices during the nineteenth century by religious lilberalsimost from
first to last,” Schmidt writes" [it] charted a path...away from the olajicgls of

authority' into the new 'religion of the spirit?"If poems such as "Thanatopsis" and "“To
a Waterfow!" do not fit seamlessly into the "new religion of the spirit," ,thethe very
least, anticipate the devotional verse of Jones Very and the "meditation” movetnent
by Felix Adler and Henry Wood.

Dana, on the other hand, has largely been forgotten. Apart from the occasional
anthologizing of his two "bird" poems, "The Dying Raven" and “The Littbad&h Bird,"
he has almost vanished entirely from the American landscape. Having arrived in the
public eye almost fully formed, Dana enjoyed immediate recognition fromeleis:
Bryant said of his first effort, "You have come into your own poetical existenfull
strength.*® John Greenleaf Whittier called Dana's "The Buccaneer" one of the two
greatest poetic achievements of the Romantic age (the other was Gfisasiat-the two
poets were often yoked together in the minds of many Americans). But even as it
ascended, Dana's star was outshone by Henry Wadsworth Longfellow, Bryant, and
Whittier himself, who were taking their place in the constellation of Amsricaw
poetry. Furthermore, the religious roots of the “antebellum present” laid dp Dana

and his intellectual circle (which included Cheever and Marsh) were largegtagrby

2 Restless Souls: The Making of American Spirituéigw York: HarperCollins, 2005), 7.
13 Quoted inProse Writings of William Cullen Bryargd. Parke Godwin (New York: D. Appleton and
Comp., 1883), 215.
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the theological thought of Channing and Emerson, men who shaped the New England
literary culture that we take as the face of nineteenth-century AandRomanticism
today

This chapter reconsiders Dana by taking seriously the “doctrinal grounds” on
which his early reputation was founded. It focuses on four of Dana’s poems—
“Daybreak” (1827), “The Dying Raven” (1825), “Fragment of an Epistle” (1826), and
“Thoughts on the Soul” (1829)—and examines the ways in which these “meditative
abstractions” balance the doctrines of the New England theology with thedenfa
Romantic thought and its “new objects of worship.” Although these poems seldom square
orthodoxy with poetic innovation successfully, they testify to the tension between
devotion and literary imagination and acknowledge the struggles of faith witietdihg
to the sometimes-easy temptations of sentimentalism, skepticism, or d&3pspite
failing to be “culturally productive,” or to exert influence on the direction oftesrth-
century theology or American poetry, these poems represent one of the feples<an
post-Revolutionary America literature of a Romantic devotional poetry coedndtan
established faith-traditiott. Tracinghowthat commitment is articulated is a crucial part
of understanding the period’s sometimes multivalent attitudes about Christigiotra

and literary imagination.

“The Demon of Calvinism”
Dana viewed early nineteenth-century American culture as preoccuplethevit

present and neglectful of its past. "There is notbidginder the sun!" he exclaimed,

14 Marek Wilczynski, Lumen ObscurunColeridge and the Conservative Romantic Theolodyew
England,”American Transcendentalist Quarte@( (December 2006): 599-610.
15 Wilczynski, 607.
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reversing the Solomonic touchstone, in his essay "The Past and the Pfesgan"

needs imagination, and imagination, as Dana understood it, needs the past. Without it,
“the actions of [our] minds are outward,” observational, and “justle aside reflection.”
Reflection, what Dana called “meditative abstraction,” helps us escapertreoter
“unrelated existences” of the present. Ostensibly, Dana's preoccupatidhevgtast
appears a foil to Ralph Waldo Emerson's later call to "enjoy an originabreia the

universe," "a poetry and philosophy of insight and not of traditibrBut years before
the publication of "Nature,” Dana disputed Emerson's "dichotomy between tradition a
insight" and endeavored to find in the past that "spiritualizing power" which belonged to
the heart and to the imagination. In attempting to square what he called "tpba=g/
of Romantic thought with traditional Christian orthodoxy, Dana anticipated the work of
other American Christian Romanticists including James Marsh and Caleb SHewmye
Like them, Dana saw in British Romanticism, especially in Wordsworth andi@yden
"companionable form," a resolution to the impasses between traditional faith anchmode
thought. However, Dana endeavored to answer the religious problems of his age in
verse, not syllogisms, making him a unique (and therefore valuable) figure is ahnal
antebellum poetry: nineteenth-century America's most recognized fiG#l\ypoet was
also one of its most fiercely Romantic.

As descendents of Anne Bradstreet and long-time members of the Ewsti&xr
Congregationalist Parish in Cambridge, Massachusetts, Richard Herayabéihis

family were no strangers to religious conversion. Their parish, establisli€32, was

home to the first generations of New England Puritans who believed, along with their

16
2.15
" «Nature” in Essays and Lecturédlew York: Library of America), 7.
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first minister, Thomas Hooker, that the work of conversion was "the most mystefious
all the works of God® Although the outbursts of evangelical enthusiasm and religious
conversion which marked the period of the first Great Awakening in America weee mor
muted at First Parish, the church experienced its own quiet reformation. Under the
leadership of Nathaniel Appleton and Timothy Hilliard, First Parish shiftey an the
1700s from Calvinistic doctrines and towards a Proto-Unitarian Arminianism. Hiftis s
began a long "cold war" within First Parish between emerging Unitaaiah®rthodox
Trinitarians, which lasted well into the nineteenth century. In 1827, the Dang famil
found themselves in the midst of controversy. In a gesture which was enactedah sever
other New England churches, the Dana's minister Abiel Holmes barred &mitari
preachers from the pulpit. Two years later, Rev. Holmes was driven out ancafFiskt P
officially joined the Unitarian community.

In a painful decision, the Dana family left the building in which nine generations
of their ancestors had worshiped and join Holmes and other traditional Congregsonali
in founding the Shepard Congregationalist Society (hamed after the "soulgmelt
preacher” of their pastf. A member of the Dana family donated land for the new church
building which was built on the northwest corner of Mount Auburn Street, just below the
site of the city's first schoolhouse. Shepard Congregationalist Church became a ne
home for the "very orthodox [and] zealous" who, like the poet Washington Allston (who

was also Dana's brother-in-law), desired traditional Christian worship asticbla

18 Quote attributed to Thomas Hooker, compiledTlie Westminster Collection of Christian Quotations
Compiled by Martin H. Mansen. (London: Westmins@atn Knox Press, 2001), 52.

9 Quoted in Moses Coit TyleA History of American Literature During the ColohReriod, 1607-1765
(New York: G.P. Putnam’s Sons, 1879207.
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defense of Trinitarianisn?® Dana's oldest son Richard, who would go on to become the
celebrated writer ofwo Years Before the Mastescribed the move as part of a "great
and stirring effort to re-establish Orthodoxy in Boston." But to him the move s&s le
disruptive than his father's own conversion and role in the Unitarian controversy. In a
letter to his wife written years after the move, Richard described howtins'sanew

found faith placed the family under a "cloud" which lasted throughout his youth. He
urged his wife to read his correspondences of that time (she had found a box of letters
while he was away) in order to see how he “lived, acted, felt before the demon of
Calvinism and Revivalism got hold upon the family..." He concluded, "The effect of
those years on us all, and especially on Father, never can be quite €rased."

Dana joined the Orthodox Congregationalists at a time when the denomination
was losing its grip on New England culture and religious thought; New England
Congregationalists had been steadily losing influence for almost a decadmbitisn to
end Unitarian influence was entering into its third decade and failing. When\Daiea
for The Spirit of the Pilgrimsa periodical one historian has called "the Unitarian-baiting
organ" of Boston, he was participating in an exhausted, protracted battle whicredppea
to have little effect on the minds and habits of practicing ortho&oxithough
Congregationalist and Presbyterian writers controlled “elite public disedutrsvas the
Unitarians (and later the Transcendentalists) who controlled literscgutise, including

poetry?® Furthermore, Dana's active engagement with the theology of John Calvin

2 Moses F. SweeteA|lston (Boston, Houghton Osgood, 1879), 133.

% Quoted in Charles Francis AdarRchard Henry DanaA Biography(Boston: Houghton, Mifflin, and
Co., 1891), 20.

22 Frank Luther MottA History of American Magazin¢€ambridge: Harvard U.P., 1930), 570.

% Mark Noll, America’s God: From Jonathan Edwards to Abrahanchin (Oxford: Oxford U.P., 2002),
255; for the Unitarian literary triumph see Willia@harvat,The Origins of American Critical Thought:
1810-1835New York: Russell & Russell, 1968), 173.



52

emerged at the end of a decade in which American Calvinistic thought wias (wortds

of Mark Noll) "with a great rush, broadened, deepened, diversified, and fragr&nted.
Dana’s imaginative work, especially “Thoughts on the Soul,” reflects bota thes
realities—the failures of the Congregationalist to diminish Unitarianenite and the
fragmentation of Calvinistic thought—in remarkable ways. Before we exahmse

work, we turn to the question of Dana’s conversion and his contemporary reception as the
“Calvinist” poet.

Biographers suggest that Dana's conversion was instantaneous, a result of
attending revival meetings led by Lyman Beecher, the evangelicahgreaho traveled
to New England to "deliver it from immorality™ Yet Dana's poetry hints that the
conversion was more gradual. Of the four poems published MetweY ork Review
three ("The Dying Bird," "Fragment of an Epistle," and "The Husband anglsVif
Grave") were written before the winter of 1826 (the commonly-held season of his
conversion). These poems offer a glimpse of a man who, if not wholly persuaded of, was
strongly attracted to Christian orthodoxy. "The Little-Beach Bird" puddished in
April 1826. That poem, with its proclamation of "The Mystery,-the Word" cannot be
understood unless placed within a traditional Christological context. The remaining
poems published in Dana's first poetic volume (1827) were "The Buccaneer," "The
Changes of Home," "The Pleasure-Boat,"” "A Clump of Daises," and "BalyBr
Although it is possible Dana wrote them all within the span of one year, it is more
probable that he composed these five poems during his and his church's turbulent

conversion. Of these poems, only "Daybreak” displays a singular concern fdara@hris

24 Noll, America’s God293.
% Doreen Hunter, “America’s First Romantics: Richatehry Dana, Sr. and Washington Allston™Tihe
New England Quarterliyyol. 45, No. 1, (March 1972), 17.
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thought and devotion. "The Buccaneer," which was to go on to become Dana's most
popular poem, and "Changes of Home" are longer narrative poems, modeled in part after
Coleridge's "The Rime of the Ancient Marnier." They received from thahpoe
Coleridge's sense of guilt and spiritual anxiety and tell their storeessagvhat William
James called a "background of sin" (an important feature of Dana's wotk hilt
return to shortly).

How influential was Calvinism on Dana's work? Dana's first criticstegithat it
was the spring from which his poetry flowed. "They will understand him best,& o
reviewer, "who have groped their way through New England CalvirfiSmtother
reviewer wrote, "Dana's psychological insights were the result of e$ imeCalvinism
and spiritual redemptiorf.” Julian Hawthorne, whose had inherited his father Nathaniel's
preoccupation with the religious history of New England, praised Dana for liig &bi
capture "a truly Calvinistic conception of the reality of $thEdward Percy Whipple
said of "The Buccaneer,"” "The truth would seem to be that Dana's over-powering
conception of the reality of sin—a conception almost as strong as that whichnficked i
imagination of Jonathan Edwards—interferes with the artistic disposition whaggned
scenes and characterg®."By using the term "Calvinism" or "Calvinistic," these
nineteenth-century reviewers were not acknowledging Dana's striceadbep
theological principles as set down by John Calvin. Rather, they used the termges Geor

Santayana would when, in his 1911 lecture "The Genteel Tradition in American

% George Washington Peckmerican Whig Revie@an. 1850): 70.

%’ Reverend Nehemiah Adanisterary and Theological Revie@une 1834): 234.

8 This appraisal, which is included in a 1891 schiert book entitled simplAmerican Literatureis
guoted inThe Library of Literary Criticismof English and American Authgrgol. VI, ed. Charles Wells
Moulton (New York: Henry Malkan, 1910), 157.

2 poets and Poetry of America, Essays and Reviewd, \I844 quoted inLibrary of Literary Criticism
155.
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Philosophy,” he defined Calvinism not as a theology but as a loose grasp of philalsophic

doctrines as expressed by "the agonized conscience":
Calvinism...is a view of the world which an agonized conscience readily
embraces. Calvinism asserts three things: that sin exists, that sin is
punished, and that it is beautiful that sin should exist to be punished....The
heart of the Calvinist is divided between tragic concern at his own
miserable condition and tragic exultation about the universe at large. He
oscillates between a profound abasement and a paradoxical elation of the
spirit. To be a Calvinist philosophically is to feel a fierce pleasure in the
existence of misery

Santayana's definition of Calvinism is an example of what had become for many

nineteenth-century thinkers the religious past, "the hereditary spiritb¢hasionally

haunted sensitive minds. In large part, this is the spirit most of Dana's drgapproved

of. "Most of his poetry is grave and much of it religious" wrote one reviewer mid

century®* "His theology is to blame," replied Amos Bronson Alcott when asked about

Dana's faultg?

Throughout the 1800's, the tendency to describe Calvinism as a temperament was
widespread. Emerson called this "hereditary spirit" a "disease." yddug people,” he
wrote inSpiritual Laws "are diseased with the theological problems of original sin,
origin of evil, predestination, and the like." These problems, Emerson argued, were not

natural and "never presented a practical difficulty to any man." Theyimstead "the

% The Genteel Tradition: Nine Essays by George Santagd. Douglas L. Wilson (Lincoln: University of
Nebraska Press, 1998), 41.

3L W.A. JonesThe American Reviewg41 quoted ifibrary of Literary Criticism,155.

32 Quoted in Doreen M. HunteRichard Henry Dana S(Boston: Twayne Publishers, 1987), 100.
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soul's mumps, and measles, and whooping-coughs" contracted by those who went "out
[their] way to seek then™™® For Herman Melville, the "Calvinistisenseof Innate

Depravity and Original Sin" which he recognized in the short stories of Hawthase w

not a result of a chance meeting but an unavoidable result of the examined life, & "mood
from which "no deeply thinking mind is always and wholly fr& But for all the

important differences between these two attitudes towards sin, Emerson arig Mel

would have agreed with Santayana that to be a Calvinist philosophically” was not a
philosophy at all but a temperament or "'mood." Ironically it was Oliver Wendell

Holmes, the son of Abiel Holmes, Dana's minister at First Parish in Cambwidggein

an essay on Jonathan Edwards, composed the one of the century's most scornful and
ingenious attacks on Calvinistic thought:

In studying the characteristics of Edwards...we find so much to remind
use of Pascal that...we could almost feel assured that the Catholic had
come back to earth in the Calvinist. Both were of a delicate and nervous
constitution, habitual invalids....both were alike sensitive, pure in heart
and in life, profoundly penetrated with the awful meaning of human
existence; both filled with a sense of their own littleness and
sinfulness...both singularly powerful as controversialists and alive all over
to thegaudia certaminis-one fighting the Jesuits and the other the

Arminians®®

33 «gpiritual Laws” inEssays and LecturgBlew York: Library of America, 1983), 305.

3 “Hawthorne and His Mosses” in Herman Melville atarrison HayfordPierre; Israel Potter; The
Piazza Tales; The Confidence-Man; Uncollected Prasd Billy Budd, Sailo{New York: The Library of
America, 1984), 1159.

% «Jonathan Edwards” ifthe Works of Oliver Wendell Holm¥sl. 8. (Boston: Houghton, Mifflin, and
Co., 1892), 363-4.
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By equating it with Catholicism, Holmes, like so many other nineteenth-gethinkers
(like Whittier, as we shall see in chapter three), makes Calvinism the "dtrefdil
against which healthy, often liberal, Protestantism thrives.

Another well-known explication of this agonized conscience can be found in
William James' series of lectures on the "sick sdllhese lectures contain perhaps the
clearest distillation of these nineteenth-century attitudes towards Wiai§ta
temperament as understood from the emerging perspective of twentiethscen
pragmatism. Although James never mentions Calvinism by name, his discussion of those
who "cannot so swiftly throw off the burden” of sin recall the prior century's vidim o
Melville's words) "Puritanic gloom® His treatment of religious melancholy is more
thorough than Santayana's, yet it too proceeds from the premises set down by Emerson
"Spiritual Laws." In the "gospel of healthy-mindedness," writes 3asie is viewed as
“a wrong correspondence of one's life with the environment." It is "irrdteordnotto
be pinned in, or preserved, or consecrated in any final system of truth." Those kvith sic
souls, on the other hand, experience an "absolute disenchantment with ordinaryriife” fr
which there is rarely a full recovery. Until a "deeper kind of consciousnessiched,
resting not in "simple ignorance" but something "vastly more complexpesiomes for
sick souls a constant presence, the "fixed background of their imagindtiearJames,
the figure who exemplified the imaginative energies of the Calvinist temaat best
was John Bunyan. "Poor patient Bunyan" continues James, carries for us the
"unintelligible and intolerable burden to which one is mysteriously the heir.‘waBsa

"typical case of the psychopathic temperament, sensitive of conscience¢asedi

% |ectures 6 and 7he Varieties of Religious Experiend¢ew York: Library of America, 1990), 121-154.
37 JamesVarieties 126.
¥ JamesVarieties 127-129.
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degree," a man marked by "fearful melancholy self-contempt and degyairhis
"religious melancholy enshrined literature” catalogues the othatigsavhich mark the
Calvinist temperament: the unceasing "sense of sin," the uncritical (antireeme
hysterical) reliance on Christian scripture and the enthusiasm mood §ings.

Like many American Protestants, Dana identified closely with th&saair
Bunyan and he found iRilgrim's Progressa mirror that reflected both the travails of his
religious and aesthetic conversions. Evidence of this close identificatimrstsexplicit
in "Daybreak," aeveille in nine Spenserians detailing the difficulties of devotion. The
poem's epigraph is taken from the passage in which the character Pilgrim,sppenhg
the night in "Peace" (the name of his bedchamber), greets the dawn with songis Yet t
epigraph does not include Pilgrim's morning song, one of several examples of verse
contained within the prose allegoryRigrim's Progress.Instead of reproducing
Pilgrim's hymn, which praises the "love and care/Of Jesus" the poem, biftef a
description of the first appearance of the sun, Dana moves uninterrupted into the
speaker's inability to compose the "morning's song":

Star of the dawning! Cheerful is thine eye;

And yet in the broad day it must grow dim.

Thou seem'st to look on me, as asking why

My mourning eyes with silent tears do swim. (5-8)
"Daybreak” never strays far from the armature of Pilgrim's jourdthough Pilgrim's
hymn is replaced by the speaker's failure to greet the morning, this "holy(bhéur
meditation on the "ills and pains of life" (17) exists within a world where (in Buaya

words) "the weariness of inward sickness" stir up dreams of heaven. "Wwheaith am

3 JamesVarieties,147-8.



58

bound," grieves the speaker, "When will the heavens be mine?" (45). LikenRilgei
speaker's absolute disenchantment with the world extends to the lives of othenrs:1"Whe
see cold man of reason proud,/My solitude is sad,--I'm lonely in the crowd" (263d). A
at poem's conclusion, the speaker is absorbed back into the allegory and, withmg offer
a clear resolution to the poem's central problem of devotion, returns to the Bilgrim
bedchamber , where the speaker asks for "Peace, when ends the day;/And latthree wit
dawn, like Pilgrim, sing and pray" (80-1).

The poem's strong association with Calvinist poetics does not stop with Bunyan.
Pilgrim's Progresoffers a departure point and return, but "Daybreak” recalls the work of
Dana's more immediate predecessors. When the Sun confronts the poem's sfieaker wi
the fact of Nature's power to dispel grief, he responds:

| feel its calm. But there's a sombrous hue,

Edging that eastern cloud, of deep, dull red;

Nor glitters yet the cold and heavy dew;

And all the woods and hill-tops stand outspread

With dusky lights, which warmth nor comfort shed.

Still--save the bird that scarcely lifts its song--

The vast world seems the tomb of all the dead;

The silent city emptied of its throng

And ended, all alike, grief, mirth, love, hate, and wrong. (19-27)
This passage reveals a cache of associations with Calvinist or Calnflusticed British
poetry made popular in America during Dana's youth. James Thonmbern®easons

supplies the speaker's Miltonic rhetoric. The speaker's likening of this "gddt w0 a
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"tomb of all the dead" recall the darker subject matter of the Graveyarsl Bspecially
Edward Young'Night Thoughts Both works were American best sellers in 177.
Perhaps the passage (and the poem) owes it greatest debt to the work of Willipen. Cow
Cowper, who wrote the popular Calvinist hymns "God moves in mysterious ways" and
"Oh for a closer walk with God," was also the authofloé Taskvhich was the overall
bestselling book in America in 1787, the year Dana was Bo@owper's poetry often
details the experiences of unfulfilled spiritual relief and his mentaladiisgavas widely
recognized. Cheever compared Dana's poetry repeatedly with Cowper andrDsel& hi
cited the poet several times in his essays as an exemplar of the religteus ‘Wvith

the exception of Milton, there is no poet [like Cowper] who illustrates his thought from
Scripture with so much of the Scriptual Sense of poéfrylh his review on Robert
Pollack’s religious poenfihe Course of Timéana used Cowper as a kind of touchstone
for the religious poet. “It has been said,” he writes, “that Cowper owed his
popularity...to the religious character of his writing.” But the “religiousrabi@r” cannot
be separated from the poetry since “the entire man, so those who religious @hasipl

led to self-examination...[and] receive right impressions and form true essiroithe
essentials of poetry"® To be a “religious poet” was to be not a specialized kind of poet,
as Eliot has argued, btlte poet whose power came not of holding orthodox principles
and writing verse, but rather “from a feeling as if were from some nnysseimpulse

communicated to [him] from the soul deep withff.”

“0See Frank Luther MotGolden Multitudes: The Story of Bestsellers intimited State$New York:
Macmillan Co., 1947), 45.

1 Mott, Golden Multitudes46-7.

“2poems and Prosé@; 225.

“3Poems and Prose: 345-6

“ See T.S. Eliot, “Religion and Literature” 8elected Essaydlew York: Harcourt, Brace & World, Inc.,
1960), 343- 354.
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In important ways, Dana’s remarks on Cowper mirror his own role as a poet of
the New England Theology. “Daybreak,” as well as many of his other wiuks;ates
the “Calvinistic Sense” without explicitly forwarding the cause of Cadvimi Putting
aside the allusions to Bunyan, the poem contains no unambiguous debt to theology or
doctrine but owes itaporiato the poetry of Dana’s youth. In that poetry, the “religious”
was as much a feeling as it was a set of principles. For Dana, as foelBagant,
whatever religious poetry would become in the hands of nineteenth-century American
poets, it would not be identifiable as forwarding the cause of religion but insteathcont
the “sense” of religion, the “religious feeling,” anthologists such as Chaare
searching for?® It was also this “sense” that critics identified in Dana as “the agonized
conscience,” even before the poet had experienced his religious conversion. yronicall
the poems writtebefore“Daybreak” contain as many features of orthodox Calvinism,
although because these features are buried beneath encrustations of natwati@bse

and moralizing, readers are liable to miss them.

“The New Phasis”
For Dana, the three features of the burgeoning American Romantic criticism tha

we discussed in chapter one —nationalism, religious revivalism, and a thelebaged

> A touchstone issue for both men was the influerfc®cripture on poetry. In his review of John
Hillshouse’s “Hadad,” Bryant tackles the proper aéthe Bible by poets, a matter of “which thers ha
been [lately] must discussion.” Published in tame issue ofhe New York Revieas Dana'’s first poem
“The Dying Raven,” (April, 1825) Bryant’s review esooks the details of this variation on the reballof
Absalom as related in the second book of Samuklrestead presents “Hadad” as a prelude to a
discussion on the congruity between “Holy Writ” gooktry. The marriage between the two, Bryant
argues, is fraught with “serious difficulties” bathpoet and reader. The review warns the poetseof
potentially immobilizing effects of “habitual renence” and cautions readers of the poem’s “imgiety.
Yet despite the difficulties, the marriage betwseripture and poetry is to be wished for. Scriptought
to be as available to the poet as it is “the pupittor.” If the verse “corresponds” in some waytte
original scripture, form was of no consequencer iwether it be dramatic, or narrative, or lyrigg@em
that “lends the mind to dwell upon scripture moreently will naturally deepen and confirm” the spiritual
life of readers.
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idiom grounded in self-knowledge and feelings—constituted an "unmistakable shift of
spiritual temper" in the environment in which he wrote and thotfgfthis critic turned
poet turned critic again played a minor role in affecting the eraigdss towards poetry
and religion. Instead, Dana spent much of his time avoiding becoming overwhelmed by
the era's shift in aesthetic and religious sensibility. His relevanméiass not in the
originality of his thought or the relevance of the solutions he proposed. Rather, his value
as a reviewer and cultural arbiter consists of the ways in which his cwiclks
"struggle" with problems, many of which were of a philosophical nature, he woetd lat
return to in poems like "The Dying Raven" and "Thoughts on the Soul." The limits of
our knowledge, our relationship to God and nature, the powers of the imagination, the
effects of sin and death: these problems appear frequently in his essaysedtiah t
variety of topics from the limits of theocracy ("Law as Suited to Man") to the afsald
furniture ("Old Times"). But, from the vantage point of his later poems, his prose
treatment of this problems appear as tributaries flowing from Dana'delnadi
preoccupation with the "many forms" in which "we try/to utter God's infirfity."

As co-founder and literary critic of tidew American Reviewhe magazine
which would later criticize his poems for lack of form, Dana served as an Americ
conduit for the new modes of thought and sensibility emerging from Europe. A®a writ
for "the most formidable representative of New England intellectugliSana reviewed

several examples of the new Romantic literaffiren doing so, Dana along with Willard

“6 Sydney E. AhlstromA Religious History of the American Peap(ilew Haven: Yale University Press,
1972), 583. See Ahlstrom’s chapters entitled “Ruoenantic Mood” and “Romantic Religion in New
England” (583-614) for a closer look at this pdri

" Emerson, “The Bohemian Hymn” {Bollected Poems and Translatiofiéew York: Library of
American), 368-9.

8 John W. RathburAmerican Literary Criticism: 1800-186@ol. 1 (Boston: G.K. Hall, 1979), 16.
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Phillips, A.H. Everett, Edward T. Channing, acted as a buffer for some of the
revolutionary ideas of the new sensibility since many of these ideas sedderh
indigenous.** And in his evaluation of British literature, the issues of devotion,
contemplation, and religious verse were never far from his mind.

Of the small circle of American critics writing on British literee, Dana
"welcomed” Wordsworth first. His review of William Hazlittectures on the English
Poets(1819) ostensibly defends the poet from charges of egotism and estapism.
Dana's defense of Wordsworth as the architect of "the new condition of thinga" was
response to Hazlitt's characterization of the British poet as one whan'tseesy but
himself and the universe." "Wordsworth," writes Dana, "may be said to hawentaes
poetry under a new phasis." While reading "we are absorbedatiowe are abounh
this new condition of things." In that new condition, Dana writes, a "silent chespge [
wrought in ourselves” and that the "pleasures, the businesses and the desiresead our li
are revealed as "illusions.” Wordsworth "clears our dim imaginations ampaoétey of
our being becomes its truth.” The natural objects upon which his vision directs itself
remain what they really are, "the same as seen yesterday" but witdiamged is that
they "have received a higher life for us.” In this higher life "we find aahstrength and
from the riot of the imagination comes a holier calm." The achievement of Wottswvor
poetry, insists Dana, is that it is contemplative and religious.

Dana's promotion of the literature of his compatriots was also tinctureéwith
concern for contemplation and higher truth. His review of American poet Washington

Allston (1817) sounded the same accents of the "enlarged philosophy" of Romantic

“9 Ahlstrom,A Religious History584.
0 Poems and Prose Writing;156-267. Dana’s evaluation of Wordsworth (26528nd Coleridge (265-
267) occurs at the end of the review.
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contemplative verse:

[The new poetry] teaches us that there is nothing vulgar but vice, and
there is scarce an object through the whole of existence that is not in some
way poetical to a truly poetic mind...[We] feel anxious for the knowledge
of truth on all subjects, as it not only leads us to a right understanding of
the particular object of our contemplations, but makes better acquainted
with something else; for there is nothing lonely in nature, but each thing is
connected with many others, by more ties than those which hold a tree in
the groundf*

Although unoriginal, passages like these were not yet commonplace in Ametiicah cr
discourse. Neither was the sober yet keen style of Dana's reasoning, pertsyls of
his training in law. The passage makes a case for a liberalizing ohtfeeabpoetic
materials based on a faith in the principle of analogy. Through the procestoglyant
things are connected, a knowledge of one object, regardless of what that is, leads to
knowledge of another object. Herein lies the power of this epistemological principle
through the agent of imagination, it accounts for everything, inversely ilingtrat
Emerson's dictum, " whoever discredits analogy...has not poetic ptwas.'Dana
explained it to his readers, this idea of analogy betrays neither traditionstiabhr
thought nor scientific rationalism but is in fact the key to all future (edbegimerican)
poetry. Yet affirming that "there is nothing lonely in nature," he groundeclhient
discussion firmly in Wordsworth's preface tgrrical Balladsand what he called the

"new phasis" of Romantic contemplation.

1 Poems and Prose Writing;106.
2 English Traitsin Essays and Lecture896-7.
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Dana admired Wordsworth's confidence in the analogical method which
confirmed "there is nothing lonely in nature." He praised Wordsworth's verse and
predicted that it would be the model for future American devotional and contemplative
verse. Among his contemporaries, the nature of his admiration and praise was unique as
it balanced between the competing demands of moral and aesthetic criticispite De
this admiration, however, when Dana turned from writing criticism to verseéguarty
that which depicted the natural world, he was content to adopt a variety of esdlegi
we associate with more traditional modes of imaginative representation, mcludi
typology, allegory, and didacticism. The adoption of these traditional modes wkhain w
Dana conceived of as the armature of the contemplative Romantic poem does not appear
to be the result of conscious forethought. Yet there are strong hints of a delilesigte

For those hints, we now turn to an examination of Dana's first poem, "The Dying.Rave

"The Dying Raven"

"The Dying Raven,” the other bird meditation by Dana, exemplifies thadim
position the poet's thoughts held between, on the one hand, Christian orthodoxy and the
objects of traditional devotional poetry and on the other, the emerging Romartgonepis
and new "condition of things." Dana believed that the form of contemplative poetry
presented by Wordsworth and Coleridge could be readily convertible into devotional
poetry, but these poems show the strain of such an ideal.

Even in its earlier incarnation, "The Dying Raven" revealed the tensioich
would later mark Dana's religious writing. Originally entitled "TherigyCrow," the

poem's central character became a point of contention between Dana antbhéat Ede
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New York Reviewwilliam Cullen Bryant. Bryant published the poem in 1825 but not
before challenging Dana's ornithological observations, substituting "RavelCrox"

in the poem's title. He reasoned that the poem'’s litany of "magnifidesit given to a
bird whose character is "not generally highly thought of" would be greatlyiragnf it
were matched with a bird whose symbolism was widely recogfizédter all, the bird

of Dana's poem is, like the raven sent by Noah to find dry land, a symbol of hope
(Genesis 8: 6-7). Dana responded to the change with a joke: "There is someghityg mi
incongruous to my mind in a man, in the heart of New England, lamenting over a bird
which he knows nothing but of Scriptur€."As a rejoinder, the joke compressed two
celebrated commonplaces concerning Romantic poetry in nineteenth-centawyshsc
nature's superiority to tradition and the authority of personal experiencecalhpnit

was Dana's lack of conviction in these commonplaces that constitute a largetipart of
poem's tension.

If we momentarily set aside our present inquiry, "The Dying Raven" would still
call for special attention, if only for its significance to the poet. Thedymiere Dana's
first and, next to "The Little Beach Bird," were the most frequently anthagdgf all
his poems during the nineteenth century. Edgar Allan Poe defended himself against
charges of plagiarizing parts of the poem for "The Raven," which included lgoglen
explication of the metric differences between "The Raven" and Coésitlgime of the
Ancient Mariner.®® That the three poems were grouped together in Poe's published

defense suggests something of the poem's popularity, especially considering Poe's

>3 May 25, 1825, ifThe Letters of William Cullen Brygred. Thomas G Voss (New York: Fordham, U.P.,
1992), 183.

** Quoted in HunterRichard Henry Dana65.

> March 8, 1845Broadway Revieyl47-50 collected iEssays and Reviewlew York: Library of
America, 1984), 709-718.
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aversion to Dana's poems. "The Dying Raven" scarcely resembles Bdiation on
"Despair brooding over Wisdom." But it does have more in common with the themes of
moral blindness and redemption found in the Mariner's story of "Rime of the Ancient
Mariner."

Simply put, "The Dying Raven" depicts, in the words of its author, a "lamenting
over a bird." Its verses can be divided tentatively into three identifiable segwmigich
traditionally mark the lament form: an opening in which the speaker's resdhegbast
and describes his present environment (1-29), a long middle passage of praise for the
dying bird and an invective against death (30-98), and finally an acceptancéhaduniea
hope for immortality at the poem's conclusion (99-120). Despite these identifgikg,m
however, the ethos of the poem appears at odds with its chosen form. "l needs must
mourn for thee" the speaker confesses at poem's end, "For |, who have/No fields, nor
gather into garners, ---I/Bear thee both thanks and love..."(96-8). This latesammi
reveals the poem's interest in "lamenting"” (a verb in the present progitessiggover
"lament” (a subject or verb in the past tense) and its commitment to portrag™'dyi
before understanding death. In other words, the poemmaady(Gk "alone song")
sung by a solitary figure who is not alone egcedium(Gk "funeral song") sung over a
dying, but not yet dead, body. The poem resembles what the "uncouth swain" of Milton's
Lycidasmight have composed if he'd been present on the Irish seas for the drowning of
Edward King.

What were "The Dying Raven™s poetic antecedents? The influence for a
majority of Dana's poems written before 1827 can be found in Wordsworth’s and

Coleridge's collectiohyrical Ballads(1798).Lyrical Ballads with its variety of verse
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forms captured Dana's imagination early on and held it, even when Dana abandoned
verse-writing altogether. His modeling of what is arguably the most impitegle

volume of the Romantic period was prescient and deliberate. In Dana's handsytbg stor
"The Rime of the Ancient Mariner" becomes "The Buccaneer" and the folk baflads
Wordsworth provided the "The Pleasure Boat" and "I Saw Her Once" thpe ahd
grammar of thought. Some poems combine two influences, as "Changes of Home" does
the blank verse of "Lines Left upon a Seat in a Yew-Tree..." with the diategrative of
"The Foster-Mother's Tale," often to mixed results. Naturally, Danafagakso show

the impact of later poems by Wordsworth ("The Excursion" which Dana retssen the
start of "Changes of Home") and especially the theological thought of Colahége

also show glimpses of Keats and even Byron.

"The Dying Raven," however, appears to fall neither within the precincts of
Lyrical Balladsnor fully outside them. Its blank verse evokes Coleridge's "The
Nightingale," although it lacks a fluid conversational style andgrbat poem's ideality
more as foil than as inspiration. Addressing that poem's central claiimattire there
is nothing melancholy"—the speaker of "The Dying Raven" begins with the question,
"Come to these lonely woods to die alone?" The poem's answer to this opening question
is anything but clear. The loneliness and solitude of the dying crow co-ethishe
exuberance of the "blessed bands" of the crow's companions. Their activigribele
as a jubilant mob-scene but is nevertheless purposeful. They "stand, and sip the
streams/Or peering over it—vanity well feigned--;/ At quaint approval $eajtow and
nod/At their reflected graces" (15-8). In addition, the crows fill heavenhitgh, bald

trees/From varnished cells some peep, and the old boughs/Make to rejoice and dance in
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warmer winds" (21-3). The speaker's summarizes their playful movements thus

Over my head the winds and they make music;

And grateful in return for what they take,

Bright hues and odors to the air they give.

Thus mutual love brings mutual delight,--

Brings beauty, life; for love is life,--hate, death.
This opening passage is a pastiche of Romantic verse, most notably Colenddenii
"Dejection: An Ode.": "O Lady! We receive but what we give, /And in oardlbne
does nature live" (Dana will return to this conceit several times, most natably i
"Thoughts on the Soul®. In Dana's hands, however, Coleridge's notion of resonance
with nature becomes spectacle. Like the crow who "peers" at his @flécthe
stream, nature is too absorbed in its own giving and taking to connect with man. Its
"mutual love" is a removed scene from the real world of experience below avkargle
crow, secluded from the rest of his companions, dies alone on the forest floor.

The allusions to Coleridge (and to a lesser degree, Wordsworth) are intentional,
yet the poem does not achieve its "form" by calling into question Coleridgean imsight
the ideational structure associated with Romantic lyric meditation. Dekedlghe
distance necessary to either refute or develop further the poetics ofwhpHasis." But
neither does "The Dying Raven" find its respite in natural description altmne.
skepticism concerning the natural world is betrayed by its hesitanceaiiédsin the
speakers oft-made equivocations of "as if* and "seems."” Rather, the poem moves

forward by backing away from the meditation; instead of proceeding "inwaegidem

0 “Dejection: An Ode” inThe Collected Works of Samuel Taylor Coleriddel. 16. Ed. J.C.C. Mays
(Princeton, New Jersey: Princeton U.P., 2001); B35.
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falls back on a method of typologizing. For example, in an attempt to square the
experience of nature's fecundity with the apparent cruelty and meaningsestties
dying crow, the speaker shifts from naturalistic to typological detsmni (and back
again) rather suddenly:

Thou Prophet of so fair a revelation!

Thou who abod'st with us the winter long,

...To speak comfort unto lonely man,

Didst say to him, though seemingly alone

'Mid wastes and snows, and silent, lifeless trees

Or the more silent ground, it was not death

But nature's sleep and rest... (29-31, 36-40)
From this stanza in which the dying crow is called "Prophet" to the poem's midvmy poi
the speaker links the bird with several titles. At line 46, the crow becomest '$frie
Nature, Priest of God, to man!/Thou spok'st of Faith." And at line 54, "Preacher o man'
spirit!/Emblem of Hope! Companion! Comforter!" Elsewhere it is called "foowr of
Storms," and "King."

These titles place the dying crow within a nexus of Christian traditionsee thr
ways. First, as one who brings "faith," hope," and love (referred to in line 111 as
"universal love"), the crow represents the culmination of the three theologtceisvi
found in St. Paul's letter to the Corinthians (1 Cor. 13:13). Secondly, the poem suggests
the presence of the doctrine of the Trinity. As one who is "brought down" for the sake of
others, the crow's death is redemptive (as Christ's was). But the crowradlyit

"showed Paradise and deathless flowers," (God) to the speaker and acted as his
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"comforter.” (Holy Spirit). Lastly, the titles "Prophet" "Piitand "King" join the dying
crow with themunis triplex or the three-fold office of Christ, a Christological doctrine
which interpreted the work of the son of God as mediator.

Of the three traditions, the doctrinerotinis triplexappears not merely
illustrative (as the first two allusions are) but determinative of the gdepos It is also
the only tradition that can properly be called "typological." Typology, itlveil
remembered, is the study of Old Testament persons, events, or things (calle,"igpe
light of the life and work of Jesus Christ as documented in the four gospels. St.
Augustine defined typology as the claim that “the New Testament liesmiddiee Old
and the Old Testament is unveiled in the N&{v.1ts goal was to demonstrate the
"dynamic unity of the divine plan of salvation.”" The study of typology in America
literature, especially its use by the seventeenth-century Puritans ap@nigpriation by
nineteenth-century writers such as Nathaniel Hawthorne and Herman Melsille ha
generated a library of criticisfi. One of those contributors is Karl Keller who divides
nineteenth-century Americans who confront Puritan typology into two categihiss,
like Emerson, Thoreau, and Whitman, who “lost faith in Puritan ideology but retained
Puritan typological structure of ideas” and those, like Hawthorne, Melville, aiigt Em
Dickinson, who “maintained closer ties with Puritan ideas...but only by dismantling

seventeenth-century structures that had come down to them, among them the

*" St. AugustineQuaest. in Hept2,73 quoted itCathechism of the Catholic ChurcBecond Edition,
(Washington, D.C.: United States Conference oh@at Bishops), 36.

*8 See, for example, Ursula Brumanerican Thought and Religious Typolpgwns. John Hoaglund
(New Brunswick, N.J., 1970), especially her disaus®n Hawthorne and Melville, 111-197 ; Sacvan
Bercovitch’'s essay collectiong,ypology and Early American Literatu(@mherst: The University of
Massachusetts Press, 1972), &hd American Puritan Imagination: Essays in Reeatadun (Cambridge;
Cambridge University Press, 1974).
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typological.”® Dana fits in neither category comfortably.

The doctrine's greatest champion was John Calvin, who treated Christ®ltiree
office of "Prophet, Priest, and King" in Book Il of Hisstitutes of the Christian Religion
There, Calvin makes clear that the doctrine provides an exordium fimstitates'
soteriology but also illustrates the teaching's function as "devotion." Thenreéoo@f
Christ's three-fold office forms for our faith "a firm basis" for Chaistiiving.
Understanding Christ by means of his three-fold office, Calvin argues, is toae
fully his lessons of "humiliation and exaltation.” By recognizing Christigdtiip, we
can "patiently pass through this life with its misery...content with one thingoahing
will never leave us destitute, but will provide for our needs until...we are called to
triumph." By acknowledging his priesthood, we are reminded of the death of our only
"intercessor," our propitiation for sins, for which we can have full "trust ingoray
Finally, by comprehending his "prophetic dignity" we are led "to know that inutimeo$
doctrine as he has given it to us all parts of perfect wisdom are cont3fined."

It is not known whether or not Dana read liitutesbefore (or even after) his
conversion in 1827. Since the doctrine's presence reached beyond Calvin's theological
works and into the sermons and church confessionals of the nineteenth century, it is
possible that Dana never read Calvin but instead encountered this staple of Reforme
theology through the Westminster Confession of Faith. There, the doctrine isgulesent

as a detailed paraphrase of Calvin's argurffentet Calvin's exegesis has been known

*9“Alephs, Zahirs, and the Triumph of Ambiguity: Tolpgy in Nineteenth-Century American Literature”
in Literary Uses of Typologyed. Earl Miner (New Jersey: Princeton U.P., 1930p.

% John Calvin)nstitutes of the Christian Religioiol. 1 Ed. John T. McNeill, Trans. Ford Lewis Bes,
(Philadelphia: The Westminster Press, 1968), 115081

®1 See G.I. WilliamsonThe Westminster Confession of Faith for Study @g¢Sew Jersey: Prebyterian
and Reformed Publishing Co, 1964), Chapter 8, zestl-8, 69-84.
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to offer usable form to poets. As Barbara Lewalski has argued, Calvin's upelofty
is "central" to his exegesis and "his highly influential hermeneuticahregendations
and practice...provided a model for later exegetes—and for Christian ffo&tae
Dying Raven" shares much with Calvin's own adaptation of the doctrine, aprcthe
theologian's emphasis on the prophetic office of Christ, and appears even to adopt some
of its terminology.

As a representative of Christ, the crow takes on Christ's multiple offisk the
lessons of Christ's "humility and exaltation™ are intact in the poem'gésis? of the
crow's song. What insight is gained from contemplating the bird's death—the need fo
man to "endure" the "winter long," to "ope his intellectual eye," to notdkeath at the
end of his life—is analogous to the lessons taught by Christ's work on earth (as
understood by Calvin and Reformed theology). Like Christ's, the crow's deathatdfore
(29-44). Like Christ, the crow teaches that although "seemingly alone"aiuds" is
an illusion (50). The stanza which begins "Thou Priest of Nature, Priest of God," echoes
Christ's prayer to God in the Gospel of John (14-17), a passage which Calvin presents as
evidence of "reconciliation and intercession" of the priestly office; v ceminds us
that our home is in "Paradise" among the "deathless flowers" for whichys"gm us
"to listen to the flow/Of living waters" (52-4. Even though the lessons sometimes fail
to match up seamlessly with their corresponding offices, these differéncex erase
the transference of threunis triplexonto the bird and its effect on determining the
meaning behind its death. For example, when the crow is joined with the office of

"king" (lines 54-62) the crow is an "emblem of Hope." As one "low brought down" who

%2 protestant Poetics and the Seventeenth-centurgiBeti Lyric(Princeton, N.J.: Princeton U.P., 1979),
118.
8 Calvin, Institutes 497.
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represents endurance in humiliation and death, the crow resembles priest s Calvi
terms) more than "king." Additionally, the crow' priestly office rebkes more closely
Calvin's treatment of Christ's prophetic powers. However, as the tripte gtive
"structure to the doctrine of the work of Christ as mediator," so too does the doctrine
determine the structure to these middle passages.

By prefacing the poem's superstructure of Romantic pastiche, thesmyigpbl
links attempt to ground the otherwise scattered series of impressions depittied by
poem's speaker. Furthermore, the multiple typological references tadqmetiieer out of
"real time" and position him within the sphere of biblical history and theologytoBut
what end? As the poem enters its third and final act, the raven, who has assumed
Christological significant by virtue of a variety of typological altuss, has offered the
speaker no theological insight; neither has it deepened the understanding edttladter
mood of the speaker. There are select passages that acknowledgment hope in the face of
mortality—the forest floor "tenderly makes a bed" for the raven—but avieeds t
assurances of a peaceful death which marks the elegiac concluding lingarufsB
"Thanatopsis": "...approach thy grave,/Like one who wraps the drapery of his
couch/About him, and lies down to pleasant dreams.” Instead, death's approach brings
neither redemption nor reformation but bewilderment:

As | look up to their bright angel faces
Intelligent and capable of voice

They seem to me. Their silence to my soul
Come ominous. The same to thee, doom'd bird

Silence or sound: For thee there is no sound,
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No silence. (78-83)
This passage—one of the most remarkable in Dana's work—compresses tibgether
beatific yet remote vision of nature, the horror of solitary experience arateakdown
of sympathy, and the disenchantment but necessity of faith without evidence. The
speaker passes through each one of these phases as his eyes move frontytod tetivi
healthy and blissfully unaware ravens through the emptiness of his affdotadhs
resting in the absence of all sound and vision.

At the poem conclusion, the speaker warns that "who[ever] scoffs at these
sympathies/Makes mock of the divinity within...the universal spirit" (107-111)e "Th
universal spirit" is terminology more appropriate in a Transcendental thtrea
traditional Christian context. It recalls the "Power" depicted in Brydiht a
Waterfowl." It also looks ahead to the philosophy-laden poetry of ChristopheePears
Cranch. Three years later, Dana would denounce the idea of a Universal Soul in
"Thoughts on the Soul’—"Think'st in a Universal Soul will merge/Thy soul, as rain-
drops mingle with the surge?"(145-6)—but even in "The Dying Raven" theréas lit
tolerance for religious universalisth.On the contrary, the poem concludes on a note of
singularity, summarizing the raven's death as a hermetically-geaigdtion available
only to the heart which can read itself: "He who the lily clothes in simple glbeywho
doth hear the ravens cry for food,/Hath on our hearts, with hand invisible,/In signs
mysterious, written what alone/Our hearts may read. (114-120) This lsso@alto
scripture (Matt 6:28) is not enough to dispel the impression that the raven's deallh as we
as the speaker's understanding of that death take place within a world without clea

lessons.

% “Thoughts on the SoulPoems and Prosd.:85-96
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“The Dying Raven” is a meditation born of what historian Jaroslav Pelikbaul cal
“the crisis of orthodoxy,” a period in which “the public and confessional theology of the
churches” appeared artificial while a “private ‘theology of the hearérged as the
authentic expression of religious belféf. That crisis was an opportunity for imaginative
verse since poetry was well-suited to transpose doctrine into affection asBbe
failures of this poem demonstrates, the transposition requires more thaningeditat
the objects of nature or the powers of imagination and waiting for a reply. Danarid m
than “search for a profitable doctrine” to “dress in Meter,” but he could not ch@aghie
light the truths he found in Calvinism by imitating the meditations of Coleridde a
Wordsworth®® “The Dying Crow” reveals Dana’s deep-seated fideism, the belief tha
knowledge of God comes from faith alone, not observation or experience. The
expression of fideism, which includes a “vocabulary of remoteness, silenpatitini
and apocalyptic anxiety”, is at odds with the analogical imagination Danaeabiimir

Wordsworth®’

"Fragment of an Epistle"
Unlike the two bird poems, the remaining new poems added to the 1827 poetic
volume, "A Clump of Daises" and "The Pleasure Boat" are unmemorable, beganning

group of forgettable sketches on objects of nature Dana was to add to his collected works

% The Christian Tradition: A History of the Developmef Doctrine Vol. 5 (Chicago: University of
Chicago Press, 1989), 122.

% In the introduction to the section on PoetryTbg Puritans: A Sourcebook of their Writinysl. 2,

edited by Perry Miller and Thomas H. Johnson (NewKY Harper and Row, 1963, 547) Puritan poets are
characterized as having “searched for profitableritee which would teach great precepts when molded
into spacious lines.”

®7 Blanford ParkerThe Triumph of Augustan Poetics: English Literarjti€ism from Butler to Johnson
(Cambridge: Cambridge University Press, 1998), 106r an excellent examination of fideism and othe
variants of Christian imagination, including theabogical, see 177-193.
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of 1833. After "The Little Beach Bird," Dana no longer poured his entire éfftorthe
nature lyric but endeavored instead to experiment with a mixed form of meditatbee ve
However, with "A Fragment of an Epistle,” Dana continued to adore the powers of
nature; now, that adoration was contained within an armature of devotional lyribs. Wit
regard to his poetic content and focus, his religious conversion seemed to enlarge, not
simply recast, his former critical preoccupations with Romanticism. hier etords, the
Romantic spirit present in Dana's earlier work is also present in his postsionver
devotional verse.

"Fragment of an Epistle" (1825) was only his second poem, but this meditation on
suffering and religious conversion provides an apt introduction to the problems of form in
nineteenth-century American religious poetry and, in particular, Dana's pddiey
problems of form are of two orders. First, like many of the so-called "devoporals”
written during the antebellum period, "Fragment™s "meter-making argUtnseaitodds
with its meter. The poem's shorter couplets of octosyllabic verse, which Saintsbur
characterized as "well...adapted for argument, satire, and exposition," axatadtfor
the grave subject matter of a devotional pG8mware of its "easy ambling pace," Dana
defended his choice of meter by citing the case of Milton, who "had taken great
liberties...in his two exquisite little poems in the same measure," but htettithat
"Fragment" exemplified what Byron had called the "fatal facility"naf shorter
couplets®® Within the poem's evocation of slow suffering and gradual insight, the shorter
couplet, more at home in Hudibrastic satire or brisk romantic narrative, alrogsspr

fatal, as it was for many of the poems that fill the anthologies which |dzmesi in my

% George Saintsburyfistorical Manual of English Prosodyt910. (New York: Schocken Books, 1966),
192,
% preface tdoems and Prose Writingol. 2, x.
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introduction.

But unlike those poems, the form of "Fragment,"” is significant enough to
withstand a closer look, if by form we mean, as Cleanth Brooks did, "something far more
internal than metrical pattern®" This "internal” meaning represents the second, more
significant, problem of form for Dana. "Fragment" aspires to the prayadditation
and evocations of nature of the Romantic meditation, as exemplified by Coleridge's
"Frost at Midnight." Its aspiration to imitate that poem's pattern achgion-
meditation-description” or the gravitas of Wordsworth's "Tintern Abbey" arfdiltire
to do so gives the poem a peculiar power seldom seen in American verse before the
American Renaissancé.

Written "while recovering from severe illness," the poem recounts the pgrgati
effects of sickness and its lessons for what James called "the heaithgetnsoul’?

These lessons, formed within a series of prosodic "environments," in which e&zh sta
is loosely connected to the last, contain every thematic preoccupation found in Dana's
poetry and prose. Some lessons consider the sinful condition of the soul—“[T]here
rose/Within my bosom's dull response/A troubled memory of wrong (9-11)—and the
uselessness of reason to the speaker's "desert mind" (109). Others take tigpr#tivees
powers of nature, situating its most poignant observations in winter sceneg:I0figy
confinement.../ stealing dark by crystal bowers/Built up winter, on its bank,(Ruby

winter.../see boys slide/O'er crusted plain stretched smooth and wide" (42e43. S

0 Cleanth BrooksThe Well Wrought Urn: Studies in the Structure o&fy (New York: Harvest
Books/Harcourt, Brace, and Co., 1947), 194.

" See M.H. Abrams, “Structure and Style in the GeeRiomantic Lyric” inFrom Sensibility to
Romanticism: Essays Presented to Frederick A. @@tikw York: Oxford University Press, 1965), 527-
557.

2Poems and Prose Writiny/ol. 2, x.
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messages appear to the speaker by traditional allegory, as when "R atifieceg's
child.../Sat chanting to me song so holy/A song to soothe my melancholy"(25-28) while
others emerge wrapped in a proto-Transcendental idiom: "The Eternal Oneduv@t s

fire from forth his throne/Has touched my heart" (21-24).

The most challenging lesson that Dana's speaker confronts occurs at ttee poem
midway point. Here the poem "turns" from nature to scripture, by way of twoddiblic
allusions, the first t&Revelationgnd the second to the story of Jacob's dream, found in
the book of Genesis. Gazing out at the snow, the speaker, having been "to long
confinement” cursed, glimpses a vision of heaven:

| thought on that celestial sight,

That city seen by aged John,
...Brighter and brighter grew the road
Twixt me and the descending god;
And while | yearned to tread its length,

Down went the Sun in all its strength.

And gone his path, like the steps of light

By angels trod at dead of night,

While Jacob slept. (57-63)
After the vision, the speaker falls back into the despair of his weak condition, but not
before recognizing the significance and what he has seen and felt:

Why could not |, in spirit, raise

Pillar of Bethal to His praise
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Who blessed me, and free worship pay,

Like Issac's son upon his way?

Are holy thoughts but happy dreams

Chased by despair...? (67-72)
The vision of Saint John's celestial city emerges from the muddled lessons wHtthalfi
of the poem only to quickly disappear with the sun's eclipse. The apocalyptic vision
gives way to the personal, albeit still biblical, dream of Jacob. But the untgudéi
living up to the (literally) monumental achievement of Jacob fills the speaker wit
despair, causing him to doubt his visions of heaven and return to the "gentle graces" of
"Nature's face." Here, with the benefit of Nature who heals the speakéher simple
graces," sickness will eventually end its instruction, yet the routehiigh the speaker
has reached insight—through aborted digressions and departure points, biblicatgllusi
and uncertainty—is, for us, the real lesson.

Although he concludes by describing the graces of "Nature's facespdh&er's
bewilderment at the loss of the apocalyptic vision and his reflection on the &illa
Bethel" constitute the poem's true contribution. The poem's allusion to the journey of
Jacob follows in the path of two former treatments of the biblical story, both well-known
by Dana and both occasioned by Rembrandt's painting "Jacob's Dream." Thaditkew
American poet Washington Allston's "On Rembrandt, Occasioned by His Picture of
Jacob's Dream" (1813]. In Allston's sonnet, "Jacob's dream" represents a lost
"superstitious age/When all beyond the narrow grasp of mind/Seem'd fratlght w

meaning of supernal kind" (1-3). As a form of rebellion against the presestridl

3 Washington Allstonlectures on Art, and Poeresl. Richard Henry Dana Jr. (New York: Baker and
Scribner, 1850), 276.
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speaker steps back into the past and "hail[s]" what lies beyond his ken, "like the
ramblings of an idiot's speech,/No image giving of a thing on earth,/Nor thought
significant in Reason's reach” (10-13). The poem's last lines arebeatiele of the
Romantic artist, who makes art out of life's "random shadowings” (12). The other
important treatment, also reviewed by Dana, is found in William Hazitéface to
Lectures on the English Poets
The progress of knowledge...circumscribe[s] the limits of the
imagination...The history of religious and poetical enthusiasm is the same;
and both have received a shock from the progress of experimental
philosophy...There can never be another Jacob's dream. Since that time,
the heavens have gone farther off, and grown astronomical. They have
become adverse to the imagination, nor will they return to us on the
squares of the distance¥'..
This discussion of "the limits of the imagination” was critical to Danasndefof
Wordsworth in his review of Hazlitt's lectures. Here, Hazlitt emphas@esma single
poet or poem but the condition of poetry in an age of science. What both treatments of
"Jacob's Dream" confront is the diminishment of religion and poetry by "tlyggss of
knowledge." Against the backdrop of these interpretations, the story of Jacob's
pilgrimage and dream becomes a parable not of man's journey with God and its
accompanying visions but of remoteness and imaginative paralysis. Sleepiig whil
above him the "angels of God [are] ascending and descending" a ladder reaxhing fr
earth to heaven, the image of Jacob dreaming represents what Jenny Fralschot cal

"pastness":

" Lectures on the English Podtsondon: George Bell and Sons, 1894). 12.
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We gaze on accoutrements and art of past centuries—saintly faces,
Biblical scenes, church interiors, crucifixes. Or we encounter their
representations in books [...]. Such images and texts are...the loss by
which, ironically, we have come to know ourselves; wenatdelief. We
are that which we have lost. Belief's pastness is...the narrative of
Western's culture's birth into the modé&tn.
In Allston's sonnet, the parable of Jacob, an invention of the "twilight age,” iscéevenhi
for the Romantic artist's alchemy; for Hazlitt's introductory remarks etrygdhe ladder
is whatwaspossible for the "spirit of poetry," but now embodies the world we stand "less
[in] awe of...which we calculate more surely, and look [on] with more indifferefice."
Both variations enter into the biblical story through its incongruity with the modern age
Without ignoring either possibility, the speaker of "Fragment," is neither
comfortable to consent to the willed naiveté of Allston's poem nor prepared to place, as
Hazlitt did, modern limits on religious imagination. Instead, he extendssben®f
Jacob's vision by returning to, and expanding, the biblical account found in Genesis:
"And Jacob rose up early in the morning and took the stone that he had put for his pillows
and set it up for a pillar and poured oil on top of it." (Genesis) The raising of the pilla
not the dream, is the meditation's center of gravity. For Dana's meditaggnllar has
the same typology as it had for Jonathan Edwards, a "type of the messiah.yisginif|
the dependence of the saints have upon Christ [in whom] they have rest and péace."

also functioned as a warning, as it didPitgrim's Progressvhen Christian erects a pillar

5 Jenny Franchot, “Unseemingly Commemoration: RefigFragments, and the Icon&merican Literary
History, 9(Autumn 1997): 205.

® Hazlitt, Lectures13

""The Works of President Edwards: With a Memoir af HfeVol. 9. (New York: Carvill, 1830), 231.
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to warn "Holy Pilgrims" of danger angtevent those who should come after from falling
into the hands of Great Despdit® But Dana, who was familiar with the works of both
men, gives the pillar an additional value: the pillar is faith and, as such, the faikaise

it signals the speaker's powerlessness to capture the momentary visiotabgn of
Jacob's monumental act.

The powerlessness to raise such a monument suggests that, in order for religious
experience to be meaningful, the vision it brings needs be accounted for. And what in
"Fragment" is the account of that vision if not the poem itself? Almost a haiftarg
later, Herman Melville, in his poem "Art,” would make use of the story of Jaxab a
symbol of artistic creativity. In the comfort of our imagination, we may drefdiiorave
unbodied schemes" writes Melville, but their true test comes when the confahes

creative process—humility and pride, "instinct and study," "audacity—eauel---"fuse

with Jacob's mystic heart,/To wrestle with the angel—AttNlelville's summary of the
vicissitudes of the creative process goes further than "Fragment" inhtegtighation of

the artist, as well as assimilating more deeply the narrative of Jacoln tBateconomy

of Melville's poem, the wound Jacob receives from wrestling the angel isidehee of

God or his covenant but of ideality's fight with experience. In this respect/fiErag

when read alongside the better part of Dana's poetry and critical progeeiambitious.

The evidence which the speaker of "Fragment" seeks is of both a divine and an aesthetic
nature; the pillar is both a sign of God and of the vision's imaginative authdray. T

orientation of Dana's speaker in "Fragment" is primarily towards the aedi&@nd must

be in a poem of devotion. However filled with "holy thoughts,"” the speaker must

8 The Pilgrim’s ProgressEd Roger Sharrock (Oxford: Oxford U.P., 1960)8.11
" The Poems of Herman MelvillEd. Douglas Robillard (Kent State U.P., 20002.32
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consider "the gloom/which visits [his] soul...the despair” not for his own sake only, but

for the sake of other "Holy Pilgrims." "I deny," writes Dana in "Ndtttiatory of

Enthusiasm, "the frequent assertion that whatever one sees directly, hakeagistinct

to another® But he must also judge what "form to lend" these visions and be attentive

to those stories and (again, in Melville's words) "symbols vain once counted wise."
Although it hardly qualifies as a religious poem because of its "quality of doubt,”

neither does a poem like "Fragment" exhibit the confidence of earlier Puetiitations

or the moral sentimentality of contemporary poets such as Lydia Sigourtélyase

found inThe Christian Examinét" Instead, the poem exhibits an acute awareness of the

problem of belief in a disenchanted world and the duty to warn others of despair, even

when the solution to that despair is not forthcoming. The poem’s speaker acts like the

first apostles who, in Dana’s estimation, “went directly to the sinner’'s feeat]

compelled him to turn his eyes and look at the prison there [and] behold how dark it

was.”®? As we saw in “A Dying Raven,” the speaker’s faith is fideistic. But,Heel’'s

absence takes on another feature, one Santayana identified as a failureratiomag

“The failure to find God among the stars,” wrote Santayana “does not indicate that

human experience affords no avenue to God...but indicates rather the atrophy in this

particular man of the imaginative facul?” The “desert mind” at poem’s end which

thirsts for the “shower/That wets the parching earth” is emptied of the fornawe

8 poems and Prose:?

8. Eliot used the phrase “quality of doubt” to deseriTennyson’én Memoriam “[the poem] can, | think,
justly be called a religious poem, but for anottearson than that which made it seem religiousgo hi
contemporaries. It is not religious because ofgtility of its faith, but because of theality of its douht
Its faith is a poor thing, but its doubt is a vértense experience.” “In Memoriam,” froi8elected Essays
294.

8 poems and Prose Writing:394.

8 George Santayan@he Life of Reason; Or, the Phases of Human Pregkés. 1 (New York: C.
Scribner and Son, 1917), 122.
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and self (and thus ready to see God), but also uninspired to the point of despair. Sin and
the “atrophy” of imagination have become one.

In an earlier poem, Dana had called this state “the dull, still desert ofrid& mi
which only communion with God could bre#k. Only by passing through (in Richard
Baxter’s words which Dana often quoted) “the desert of sin” could a man hope to see the
glory of God®® This stage of recognizing the powers of iniquity was not only crucial for
the “unconverted sinner” but was central to the logic of poems like “Fragment” and
“Thoughts on the Soul.” “Thoughts on the Soul” ties together many of Dana’s former
preoccupations including devotion, doubt, and the noetic effects of sin. An attack on
Unitarianism, the poem is Dana’s most explicit statement on the powers of the
imagination:

It is the Soul’'s prerogative, its fate,

To shape the outward to its own estate.

If right itself, then all around is well;

If wrong, it makes of all without a hell.

So multiplies the Soul its joy or pain.

Gives out itself, itself takes back again. (1-6)
Barbara Packer describes the speaker of this passage as “a spirit thealSwegian
heaven or hell, perpetually generating the reality it perceRleBiit while the poem
ends in Christian mysticism, its argument against the Unitarian/Traresgahsit

doctrines of sin and the “Universal Spirit” is animated by two depictions of iraggn.

8 «Changes of Home,Poems and Prose Writing:35-58, line 86.

8 poems and Prose Writing;362.

8 «Early Narrative and Lyric” inThe Cambridge History of American Literature: Nieeth-century
Poetry, 1800-1910Eds. Sacvan Bercovitch and Cyrus R. K. PatelinfBridge: Cambridge University
Press, 2004), 60.
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The first depiction proceeds from Calvinistic epistemology and presents
imagination, as Calvin presented man’s nature, as the “perpetual factdoysof i
“Man’s mind, “ argued Calvin, “full of its own pride and boldness, dares to imagine a
god according to its own capacity;...it conceives an unreality and an emptyappeas
God.”" In “Thoughts” the soul’s “prerogative” is to practice the faculty ofgmation, a
“power it can’'t recall” (117). Its power is to “reduplicate” its own imagéhe world,
particularly in those “new objects of worship” of nature and self. In a passage w
repudiates the theme of “A Dying Raven,” the poem’s speaker describesuts na
world as a hall of mirrors where “man reduplicates himself.../In yonder &lexted
rock and tree,” even in “yon bird, that seeks her food upon that bough/[who] pecks not
alone” (69-70; 71-2) “Turn where thou wilt,” the speaker commands, “thyself in all
things see/Reflected back” (84-5). The soul of man, searching for a “camphla
form,” finds itself at the mercy of his own idols and so falls back on “dread self, one
dread eternity” (136). Only the consciousness of sin can remove the dream of “a
Universal Soul” who will “merge/Thy soul, as rain-drops mingle with the suiy®?-5).
This mockery of the Universal Soul anticipates “The Mast-head” chaptéoliy Dickin
which Melville satirizes Transcendentalism with a story of an absermdadiyouth on
whale-watch who “takes the mystic ocean at his feet for the visible infidigaet aleep,
blue, bottomless soul, pervading mankind and nature.” Feeling his spirit “ebb way to
whence it came; diffused through time and space,” the youth is only inches amay fr
the horror of drowning in “Descartian vorticé."Like Melville’s youth, the sinner who

is deceived by the imaginative powers of his own soul thinks “sin will have its end/And

87 Calvin, Institutes 1:108
8 Moby Dick; or, The Whaleeds. Harrison Hayford, Hershel Parker, and G rifdmTanselle, (Evanston
and Chicago: Northwestern University Press and\iinberry Library, 1988), 159.
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they purge spirit with the holy blend/In joys as holy” but will instead be thrown into a
“sea of fire” by his own “dominant desire” (147-9; 157, 159).

After several lines which capture the evangelical temper of Danses-t‘Blest
are the pure in heart. Wouldst thou be blest? /He’ll cleanse thy spotted soul. Wouldst
thou find rest?(171-2)—the speaker settles down to the imagination of the “clegntd si
(187). This second kind of imagination is a version of Coleridge’s secondary
imagination, an echo of God’s “forming...creating power” (183-4) that (in Cigeis
description) “struggles to idealize and unify” but nevertheless opens our visioevto “
forms of life” by first repairing our “inward ills” (2085. It is also a verse summary of
Dana’s early appreciation of Wordsworth, published inNbeh American Review
thirteen years before. Anatomizing the soul’s powers, the speaker weltmsaster,
whom he calls “Brother,” into the “new condition of things” where the businessis of |
are revealed as illusion. The earth which might “seem bare” is re-populatedimot wi
idols but with real life, which “the Living Hand” brought forth, and man’s connections
with Nature reappear as does his true participation with his world: “Hasothyeel
the universal breath/With which all nature’s quick, and learn to be/sharerhatathou
does touch and see” (250-2).

With an exception of the “falling leaf” and the stream, however, these passages
which describe the restoration of analogical imagination offer few pbesnof analogical
relations between nature and God. Instead, the “riot of imagination” through which the
sinner passes to reach a “holier calm” is implied to make wagnimtherstage of

conversion: the Soul's ascent to God. “Send thy spirit forth/Up to the Infinitielots

8 Coleridge’s description of the primary and seciagination can be found in Chapter 1Bidgraphia
Literaria in The Collected Works of Samuel Taylor Coleridgel. 7. Part 1. Eds. James Engell and W.
Jackson Bate (Princeton, New Jersey: Princeton W983), 304-5.
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the speaker, “now read the laws/No[t] with thy earthly mind, that half déSectething
of outward things by slow effects/viewing creature causes, learn to knowddenhi
springs.../purposes, relations, sympathies” (302-307). We are now (in words Dana used
to describe Wordsworth’s poems) “absorbed into what we are about.” The argument for
analogy, and for the soul’s role in imaging correspondences, are absorbed ifighthe “
light!.../light effable...light divine/Immortal light” (314; 316-7) a conclusion which
resembles the coda of “Daylight.” In “Thoughts on the Soul,” what began in the sisrkne
of idolizing “dread self” ends in the light of mystical union with God. Discovering God
in the natural world was only a half-way house for the sick soul on its way t@usligi
epiphany.

His last poem, “Thoughts on the Soul” marks Dana’s final attempt to square
Calvinist epistemology with forms of Romantic imagination. What distinguistfiesn
“A Dying Raven” or “Daybreak” is that it embraces the poet's evargedicd
denominational moment. The speaker addresses an unknown sinner instead of himself.
He gives himself over to the period’s enthusiasm for revival and reform. He mocks
current theological excessiveness and transposes his own theologidalib&lithe
language of the affections: “Love, joy, e’en sorrow—yield thyse#lli/They make thy
freedom” (255-6). By striking a didactic tone, Dana is free®ervethe “tremendous
energies” (129) of the soul and its various powers of religious imagination without
having toillustrate them. In doing so, the poem fails the litmus test that T.S. Eliot
applied to religious verse—a religious poem, he argued, should “deal with attuality
what the poet “want[s] to feel—but succeeds in offering us both the underpinnings of

nearly all Dana’s work and the ingredients of the denominational controversis lai



at the center of New England theological cultlre.

% After Strange Gods: A Primer of Modern Heré¢sgndon: Faber and Faber, 1934), 29.
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Chapter Three:
Iconoclasm and the Inner Light: The Religious Poems of Quaker John Greeraé

Whittier

Few literary reputations have been as affected by the label of “genteel goet ” a
that of John Greenleaf Whittier (1807-1892). Although Whittier is never mentioned by
name in George Santayana’s first essays on the subject, his poem “Maud Mutdy’
one of two poems—Henry Longfellow’s “Evangeline” is the other—held up as an
example of “that frank and gentle romanticism” of antebellum Americ&s|ywhich
reflected the “conventions of the society in which they arbsetiis formulation of the
“genteel tradition” has exerted a powerful presence in the canonical histonetéenth-
century American poetry. Yet most readers do not recognize that Santaiyiaiig used
it to describe Whittier's poetry ireligious, not simply literary, terms. Although a fair
account of the conclusion of “Maud Muller” (“For all sad words of tongue or pen/The
saddest are these: ‘It might have been™), Santayana’s description of ag'simpl
sweet...Protestant literature...which gazed at this terrible world and said hotifle
and how interesting it all was” is as inaccurate an account of Whitteigsous
imagination as it would be of Emerson’s or Whitman'’s.

Among his American contemporaries, Whittier was unrivaled in his rdleas
century’s religious poet. Unlike Richard Henry Dana, whose career, comsideny
last chapter, lasted only seven years, Whittier wrote and published religiousfpoems

over three generations. From 1826, when “The Exile’s Return” appeared in William

! “Genteel American Poetry,” 1915, reprintedline Genteel Tradition: Nine Essays by George Santay
ed. Douglas L. Wilson (Lincoln, NE: University ofeldraska Press, 1998), 73. All subsequent quotation
in this paragraph are from this work.
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Lloyd Garrison’sNewbury Port Free Pres$o his last poem, the unpublished “Dreadful
burden of the sins we feel,” written days before his death in 1892, Whittier published
more than 500 poems over a period of 66 years. More than half of these poems treat
openly the themes of Christian teaching, theology, and tradition. No other Ameoiea

of the nineteenth century, save perhaps Whitman and Emily Dickinson, was as asolific
Whittier; certainly, no one matched his productivity as a writer oficelgyverse.

Currently, Whittier is remembered as one of the Fireside Poets, a lalsél whi
groups him with William Cullen Bryant and the “New England Triumvirate” of Kenr
Wadsworth Longfellow, Oliver Wendell Holmes, and James Russell Léw&lhough
this affiliation has not been unfavorable to Whittier’s reputation, it does littleggest
the value his poems might have on the study of religion and poetry in nineteenth-century
America. To be sure, critics have occasionally pointed out the religious undegpafni
“Snowbound” (1866) , and biographers have highlighted Whittier's Quaker background

in relation to his role in the abolitionist moveménBut readers have seen the study of

2 The label was affixed to the three writers by O8@lepard in “The New England Triumvirate:
Longfellow, Holmes, and LowellLiterary History of the United Statéol. 1 (1947; third edition, New
York: Macmillan Publishing Co., Inc., 1948), 58This group was also referred to by George ArmEhia
Fields were GreefiStanford, CA: Stanford U.P., 1948), 1-8, as“®ehoolroom Poets” since their poems
were memorized by generations of school childrethénfirst half of the Twentieth-century. For an
insightful study on the ways “Snow-Bound,” wasdig®e American education, see Angela Sorby
Schoolroom Poets: Childhood, Performance, and tlaed’of American Poetry, 1865-19(Zebanon, NH:
University of New Hampshire Press, 2005), 35-67.

% See, for example, Gregory E. Jordan, “Wind and:Ft. Catherine of Siena and the North Wind imJoh
Greenleaf Whittier's ‘Snow-Bound,” idNQ: A Quarterly Journal of Short Articles, Notasd Reviews
Vol. 8., No.1. (Winter 2005)Lewis H. Miller, “The Supernaturalism of Snow-Botinthe New England
Quarterly,Vol. 53, No. 3. (Sep., 1980), 291-307, and Lewiaryés discussion on the poemJdohn
Greenleaf Whittie(New York: Twayne Publishers, 1961), 157-165. s&ful discussion of Whittier and
his religious beliefs may be found in the followiwgrks: Edward Wagenknecldiphn Greenleaf Whittier:
A Portrait in Paradox(New York: Oxford U.P., 1967), esp. 157-194; J@hrPickard John Greenleaf
Whittier: An Introduction and InterpretatiofNew York: Barnes and Noble, Inc., 1961), esp.-109;
Rufus M. Jones, “Whittier's Fundamental ReligioastR’ in The Faith of John Greenleaf Whittiénp:
published by the direction of New England Yearlye¥lag of Friends, 1957), 7-27; Whitman Bennett,
Whittier: Bard of Freedon(Chapel Hill, N.C.: The University of North Caro#i Press, 1941), esp. 10-17;
Thomas Wentworth Higginsodphn Greenleaf WhittigfiNew York: Macmillian Company, 1902), esp.
115-134.
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the poet’s religion as peripheral to the study of the poet’s life and politics.ovare
Whittier scarcely seems to exist for literary historians, who, intt@stthe interaction
between religion and American literature during the antebellum and post-uat, pe
have directed their attentions to writers more ostensibly “religious.’mBbes include
American hymnists Henry Ware Jr. and Alice Cary, who, by “forwardingdbsecof
religion” more deliberately, crafted verse more “defiantly” Chaisfi Conversely, Ralph
Waldo Emerson, Walt Whitman, and Emily Dickinson responded to religion in ways that
would later characterize a more “modern” American poetry, which is oftefuplay
ironic, and often indifferent towards the claims of Christian orthodoxy. Whittger fit
uneasily either description of an (exclusive) writer of sacred verse oritistlpf
religious indifference or (in Eliot's words) “religious douBt.Difficult to categorize in
this regard yet pigeonholed as a “fireside” poet, Whittier has rarely beensakeusly
as a religious poet. As a result, most readers have failed to recognimgmitieasce of
religion in Whittier's poetry or the achievement of his religious poems.

Continuing our inquiry into what makes a poem “religious” in nineteenth-century
American literature, this chapter first takes a look at Whittier'sesopbrary and current
reputation as religious poet. Then, in turning to the “religious poems” of the Kwersi
edition, | categorize further Whittier lyrics. Such a categorizatifomds a new look at
Whittier’s religious poetry, allowing readers to approach Whittier asyroéhis
contemporaries did—as a religious poet—without accepting uncritically George

Santayana’s judgment that Whittier’s religious vision constitutes “gplejm

*T.S. Eliot used the phrase “deliberately and affjaChristian” to describe a special kind of agstic
religious verse that “forwards the cause” of Clmistrthodoxy in “Religion and Literature” froBelected
EssayqNew York: Harcourt, Brace, and World, Inc.), 346.

® Selected Essayslew York: Harcourt, Brace & World, Inc., 1960)£29For an explanation of Eliot's use
of “doubt” as a characteristic of modern religiqueetry, see chap.2, n. 84.
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sweet...Protestant literature.” Most importantly they reveal a poetfomaChristian
tradition, articulated through the principles and practice of Quakerism, saas@e of

inspiration.

From Iconoclasm to Gentility

Ignored today, Whittier's religious poems enjoyed enormous popularity during the
poet's lifetime. As we observed in our introduction, anthologies of Americgmoredi
verse played an instrumental role in introducing readers to new poets. Whittier's
introduction came as early as 1831. Episcopalian, Presbyterian, Baptishitarthb
collections included many of Whittier's poems. Additionally, poems such as "The
Eternal Goodness" (1865) were well-suited for Christian worship, appearing as
“favorites" in the hymnals of different Christian denominatiéng.heir appeal was due
(in part) to Whittier's study of the "simplest and most conventional forms...spa@er
verse" including the popular ballad meastrdowever, more instrumental than
versification was the way these poems captured what the poet himself dadled "t
common heart of Christendorfi."To multitudes of people," wrote one early historian of
American religious lyrics, "Whittier is the best loved [for his] broad tofespirit and his
deep human sympathy [which has] endeared him to the popular heart in a very peculiar

way."® The British anthologist H.G. Adams, who highlighted Whittier's work in his

® All “religious” poems discussed in this chaptee &sted, in order of composition dateTihe Writings of
John Greenleaf Whittier: Poems of Nature, Poemgéstitse and Reminiscent, Religious Poerdsl. 2
(Boston: Houghton, Mifflin, and Co., 1888-9), 18833 This volume, as well as the others in the sede
not include line numbers. Unless otherwise natdidhther poems, and writings, by Whittier areediby
volume and page number from the same series (Yp&.7).

" Gay Wilson Allen American Prosody1935(Reprint, NY: Octagon Books, 1966), 128.

8 The phrase appears in Whittier's prefaceThe Patience of Hope(Boston: Ticknor and Fields, 1862.)
V.

°® Edward S. NindeThe Story of the American Hym(New York: Abingdon Press, 1921), 227.
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collection of "sacred poetical quotations...and devotional poetry," described higaslec
as "those grand truths and principles of Christianity on which all denominations of the
Savior's professed followers" can agreé’to.

In his preface to “The Pennsylvanian Pilgrim” (1870), Whittier credited
Quakerism as the source of this interdenominational sympathy. Quakeotragiites
Whittier in the poem’s preface, links orthodox religious thought with the current age of
religious liberalism and reform: “The power of [Quakerism] has beerhfelagh two
centuries in the amelioration of penal severities, the abolition of slavery, tinen reff the
erring, the relief of the poor and suffering—felt in brief in every step of human
progress.** For Whittier, Quaker tradition was the source and horizon of his imagination.
Like so many of his religious poems, “The Pennsylvania Pilgrim” argues for saiver
tolerance without losing its special association with the history of his dentoniza
affiliation. The elements of religious tolerance and sympathy result not &rmyrspecial
awareness of the period’s “spiritual temper” but rather from a commitméeing the
“historian and poet” of American Quakerism.

But not all of Whittier’'s religious poems included in the century’s religious
anthologies gave witness to the “the common heart of Christendom.” Often their
inclusion revealed difference, sometimes division, among Christian communitigip. P
Schaff, who was one of the century's most important American advocates ofidnactar
worship and sacramental theology, reprinted 25 Whittier poems inlnegy of Sunday

Poetry(over three times more than any other American poet) including "Our Master

12 H.G. AdamsA cyclopaedia of sacred poetical quotations: cdirgisof choice passages from the sacred
poetry of all ages and countries(London: Groombridge and Sons, 1854) , iv.
1 “The Pennsylvanian Pilgrim,” 1:319
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(1866) a poem which explicitly rejects all liturgical representations asCAr'The
Brewing of the Soma” (1872) Whittier's most popular hymn, openly satirizes public
displays of piety; it is a hymn about the dangers of hymns. Like so many of his
religious lyrics, the hymn ridicules traditional worship practices and eages us to
instead listen to the "still small voice of calm." By including Whittier inrthe
anthologies, editors like Schaff and George T. Rider were embracing themisti
voice" of revelation while ignoring the poet's iconoclasm. Conversely, iam&ar
championed Whittier's attack on worship practices and his rejection of theology but wer
uncomfortable with Whittier's belief in Christ's divine nature. Alfred Putniaen, t
Unitarian anthologist oBingers and Songs of the Liberal Faith: Selections of Hymns and
Other Sacred Poems of the Liberal Church in Amemo&luded Whittier from his
collections altogether, despite his declaration to include "richer and lofaerssaf
devotion" and hymns which "bring together denominations...held apart by theology and
dogma.*?

Whittier’'s iconoclastic rhetoric is almost certainly the reason behmdhtlusion
of two early poems iiThe Sacred Poets of England and Ameraaollection of religious
verse from the well-known and nominally-Baptist editor Rufus Griswb@riswold
selected Whittier's "Palestine” (1837), one of the first of Whittier'synialoly Land"
poems, for its affectionate description of where "pilgrim and prophet" haweléd but

also its celebration of the fact that the "outward hath gone! but in glory and gawer,/

12 5eeA Library of Poetry for Sunday Readingds. Philip Schaff and Arthur Gilman. (New YprRodd,
Mead, and Co., 1889).

3 Singers and Songs of the Liberal Faith: Being Silas of Hymns and Other Sacred Poems of the
Liberal Church in America Ed. Alfred P. Putnam (Boston: Robert BrotheB%5), vii.

14 SeeThe Sacred Poets of England and Amerazh Rufus Griswold ( New York: D. Appleton and
Co.,1850).
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spirit surviveth the things of an hour." "The Female Martyr" (1833) also ekelts t
absence of visible sainthood: "Young martyr!.../No white-robed sisters round thee
trod./No holy hymn, nor funeral prayer/...Nor flower, nor cross, nor hallowed taper.”
Throughout his life, Whittier praised the role of the iconoclast--“Well speethission,

bold Iconoclast!” begins “The Men of Old”(1849)—but also expressed the dangers of
religious reformation. When asked which work best defined his career, Whittier chose
“The Reformer” (1846), a poem which narrates the dangers of “[s]mitingotHess

shrines of men” since “The Waster...seem[s] the builder too.” But the
Transcendentalist-turned-Catholic Orestes Brownson saw in the poet nesuaimt.

“God gave him noble gifts,” Brownson wrote in 1850, “every one of which he has used to
undermine faith...to break down authority, and to establish the reign of anarchy, and all
under the gentle mask of promoting love and good-will [and] diffusing the Christian
spirit.” Brownson’s condemnation is singular in the century’s reactions toigvhiut it
illustrates the degree to which the poet’s penchant for iconoclasm could overwkelm hi
calls for Christian unity*

In his satire on nineteenth-century New England literary culture, “A Fable
Critics” (1848), James Russell Lowell captured these various and divergeptioas of
Whittier in his portrayal of the poet as a religious dissenter. Incapahldghg
between “inspiration” and “simple excitement,” Whittier uses poetry to \@age

“metaphysical fight” against his opponents and preaches the gospel wkifeydirs

15 Brownson’s Quarterly RevieWol. IV, No. IV (October 1850), 540. Brownson’srkh characterization
of Whittier was based not only on the “ReligiousR3” discussed in this chapter but on Whittieo's s
called “Labor Poems” which included the before-tiared “The Reformer,” and three poems highly
critical of Roman Catholicism, “The Prisoner of Negd (1850) “Italy,” and “To Pius IX” (1849) the $a of
which equates priests and bishops with “vampires.”
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listeners “with the mallet of Thor.” But perhaps the poet’s greatest patylargued
Lowell, was his interior struggle against his own denominational attachments:
His swelling and vehement heart

Strains the strait-breasted drab of the Quaker apart,

And reveals the live man, still supreme and erect,

Underneath the bemummying wrappers of $&ct.
The problem with Whittier is in his “antithesis of dogma and character,” a o
would later more explicit in his review of the poet’s “In War, and Other Poemdr” “
Whittier,” wrote Lowell “is the most American of our poets... [whose] pasmtburns
all the more intensively [because] it is smothered by his creed.” But theesafuthis
creed which consumed Whittier was not, according to Lowell, Quakerism but rather w
“imbued with the spirit of Puritanism™ Lowell even compared Whittier to Calvinist
William Cowper: “he stands akin...to [Cowper] in intensity of religious apxerging
sometimes on morbidnes¥. The fact that Whittier, who had spent a lifetime offering
counter-narratives to Puritanism’s “awful drama of supernaturalism,” wouldebéfied
by some of his contemporaries as Puritan in spirit is ironic. But Lowelltsgitoof a
man whose “failures arise.../From the very same cause that has made him a poet”
illuminates the poet’'s mixed reception as religious poet and illustrateisnportant

features of Whittier’s religious poetry and its relation to Quaker thought.

16 «A Fable for Critics” inThe Poetical Works of James Russell Loviédl. 3 (Boston: Houghton, Mifflin
and Co., 1890), pgs 54-56.

7«In War, and Other Poems,” ifhe Function of the Poet, and Other Essagd. Albert Mordell (Boston:
Houghton, Mifflin, and Co., 1920), 127.

18 Lowell, “In War,” 128; see ch.2, for my discussion the habit of nineteenth-century critics to dix
Calvinism as a temperament, not a theology.
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First, Lowell’s portrait illustrates how Whittier’s religious poems animated by
historical Quakerism. Quakerism traced its roots, and formative identigveéoteenth-
century Puritanism. As historian Sydney Ahlstrom explains, Quakers and Puoriahs
resembled one another in their “relentless movement from the hierarcagralnental,
and objective Christianity of the Middle Ages towards various radicalreggg With
George Fox as guide, the apprentice shoemaker who testified to the “distation of
Christ to the soul,” Quakers—also called the Society of Friends—became “the mos
important and enduring manifestation of Puritan radicalism” in AmericBy
addressing Whittier as “O leather-clad Fox,” Lowell does more than mocki®vkirole
as a war-mongering member of a pacifist sect; he also transforntsuhdytic bard” of
Quakerism into that denomination’s point of origin, American Puritanism. Pretetading
be a man of peace and “goodwill,” Whittier is identical to the militant Punitan i
Hawthorne’s “Young Goodman Brown” who “lashed the Quaker woman so smartly
through the streets of Salerf?.”In the words of Orestes Brownson, Whittier was an
iconoclast hiding behind “the gentle mask” of Christian charity. To be sure Jllsowe
evocation of the religious history simplifies both denominations. Yet his portrait
suggests that Whittier’'s iconoclasm, as well as his service to “the dumb ane dow
trodden,” resulted from the poet’'s close identification with the ideas and habits of
historical Quakerism. Lowell’s caricature was not wholly imaginatynAlcentury, the
Society of Friends faced an identity crisis of its own, a result of itslas®@ssociation
with Calvinism and its uneasy alliances with liberal theology. As we sbalf see,

Whittier faced this same crisis and treated it as the unstated subjectrai g@ems.

19 Sydney E. AhlstromA Religious History of the American Peofiew Haven: Yale University Press,
1973), 176.
2 «young Goodman Brown” iTales and Sketchéblew York: Library of America, 1982), 278.
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More significant than his portrait of Whittier as a war-thirsty Puritan, reweas
Lowell’s rendering of the poet’s heart. The image of his heart pushing aiggins
“Quaker drab,” implies the limits Whittier's religion placed on his imatiime’* But
Lowell also observed that the fire of his heart burned more “intensebduset was
“smothered by his creed.” Ostensibly, the observation makes little sense-diéirehen
they are “smothered” or deprived of oxygen—and is an example of Lowetiseing use
of hyperbole. Yet both image and observation point to the perceived reciprocitgbetwe
the poet’s imagination and his religious belief. In other words, whether Whittigetry
represents and enacts the conflict between character and creed or simplyesrabodi
paradox not understood but felt, the “remarkable force and effectiveness” of tise poet
imagination is fundamentally religious and animated by his denominatiorliiteffi.

Fifty years after “Fable,” this historical/denominational context inciwhi
Whittier's poetry was appreciated disappeared, and, with it, the religiouspoem
popularity. With the start of the last century, Whittier's reputation as an ilamt@c an
architect of Christian unity was replaced by a reputation as, simpg/rétigious poet®
Gone were the “peculiar way[s]” Whittier’s religious poem could upset oe;umitw, his
poems rendered an indefinite spirituality by exploring the “heart-brimespgriences

of solitude and naturé®“Whittier's religion was of the heart,” wrote one early

2 Overall, Whittier’s biographers have similarly miiined that Whittier's religious life hampered his
ability to faithfully capture the spirit of the agéUndeniably, the inhibitions of Quakerism pretexh
Whittier from responding as might have been expktiie .the tremendous emotions of the period”
BennettBard of Freedom270.

2 Whittier biographers who “domesticated” the Quakethe turn-of-the-century were following the lead
of—and often borrowed generously from—Samuel Tk&id,Life and Letters of John Greenlg&fvols.
(Boston: Houghton, Mifflin,1894). These biographarclude: Richard Burtodohn Greenleaf Whittier
(Boston: Small, Maynard, 1901), esp 111-2; Higgmsohn Greenleaf Whittief1902); and George Rice
CarpenterJohn Greenleaf WhittigiBoston: Houghton, Mifflin, 1903), esp. 273-280.

% Leigh Eric Schmidt'®Restless Souls: The Making of American Spiritughtgw York: HarperCollins,
2005), 80
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biographer, “rather than the heaft.” In the words of critic Edmund C. Stedman,

Whittier was the poet of “faith [which] gives a tone to the whole range of his V&rse.”

Of the 17 poems that Stedman choseAiorAmerican Anthologfd900), which included
“The Barefoot Boy,” “Maud Muller,” “Skipper Ireson’s Ride,” “In School Daysrida
“Snowbound,” only “The Eternal Goodness” exhibits a substantial interest in nineteenth
century religious controversy. Twentieth-century anthologists, like Mark Von Doren,
followed Stedman’s lead in ignoring the religious poems in favor of the “Aaiesy” or
“Subjective and Reminiscent” poems, so-termed by Whittier and editor Horaddesc

for the Riverside Edition.

Today, if Whittier’s religious poems are anthologized at all, they are offered a
inferior examples of Transcendental spirituality or “genteel” poetiisch is the case
with Harold Bloom'’s recent collectioAmerican Religious Poemalong with “The
Eternal Goodness,” Bloom selects two fine illustrations of Whittier's wetkrst-Day
Thoughts” and “Unity"—and places them between poems by Henry Wadsworth
Longfellow and Oliver Wendell Holmeg. A cursory reading of these selections
suggests the ways in which Whittier’'s religious imagination diverged from tidss
contemporaries.

Both Longfellow’s “My Cathedral” and Oliver Wendell Holmes’ “Thevlrig
Temple,” poems which precede and follow “First-Day Things,” depict mankindige

“beyond” religious tradition to spiritual authenticity and truth. The speakévipf “

24 Burton,John Greenleaf Whittie, 11

% poets of AmericgBoston: Houghton, Mifflin, and Co., 1885), 128.

% SeeAn American Antholog§Boston: Houghton, Mifflin, and Co., 1900). Thember of Whittier poems
included in Stedman’s collection is exceeded oglyhie number of representative poems by Emerson and
Longfellow; Wagenknechtlohn Greenleaf Whittied,91.

2" Harold BloomAmerican Religious PoemgNew York: Library of America, 2006.). The sefiens

from Longfellow, Whittier, and Holmes (in this omiean be found on pages 76-90.
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Cathedral” discovers spiritual insight in the forest where two “staieks” form

cathedral towers, a place of worship created “Not [by] Art but Natur&kéwise, “The

Living Temple” enjoins the reader to “[lJook in upon thy wondrous frame” for the

“mystic temple” and away from what the poet identifies in “The Chambered|i&as

the soul’'s “low-vaulted past.” These movements beyond tradition to the new objects of

the “religious”—nature and the “noble” self—were routine for the Romantic era’s

contemplative poetry; Whittier practiced them as well. Yet “Firsg-Diaoughts”

diverges significantly from the anthology’s sampling of the genteel tradiyion b

presenting public worship—the “old accustomed place among/ ...brethren"—as an

important step in spiritual development. By placing the speaker in a Quakergneetin

house, the poem suggests that authentic religious experience cawitiwcuthe

economy of traditional Christian thought and habits. Alternatively, Whittier's pdérma “

Eternal Goodness” questions this very same economy by rejecting reasadfline

argument/...logic linked and strong), theology, (“iron creeds”) and organized worship

(“aisles of prayer/...fix[ed] with mete and bound”). In moving beyond Christian

tradition, the speaker discovers God’s “goodness and his love” not in a natural “worship

without words” but in a supernatural emptiness, born of “trembling self-distrust.”
Although eacldeliberatioappears at odds with the other— “First-Day Thoughts”

considers the spiritual efficacy of the “old accustomed place” while “Teen&

Goodness” casts into doubt “the poor device[s] of man"—the poems’ speakers share a

departure point and a destination. They both begin in the quiet expectation of a Quaker at

prayer and conclude by experiencing “the still small voice” of religinsight. In so

doing, even while expressing outwardly different postures towards Christiarotradi
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(one sympathetic, the other iconoclastic), Whittier's poems have more in comthon wi
one another than they do with the nature poems of Transcendentalism and hardly
exemplify the “simple, sweet, Protestant literature” Santayanafiddrds the “genteel
tradition.”?

That Whittier was recognized by his contemporaries in various ways ssiggest
something of the poet’'s adaptable self-presentation, a result, Lowell'aippdints out,
of the poet’s commitment to Quakerism. For a closer look at this commitment, and the
ways in which Whittier transforms orthodoxy into verse, we now turn to the “Religious
Poems” of the Riverside Edition. To return to these religious poems is to byass thi
century-long attenuation of the “religious” Whittier; to examine them veititeess, as his
contemporaries did, the poet as nondenominational pacifist, militant Quaker, iconoclast,

architect for Christian unity, polemicist, and “the best interpret[efi@fievotional spirit

[the] country had yet produced®”

The “Religious Poems” of the Riverside Collection
Modeled in part on the Riverside Longfellow (188H)e Writings of John

Greenleaf Whittie(1888-9) was the second in a series of “definitive editions” published

% |n the anthology’s “Reader’s Guide” (632-2) cotedilesse Zuba suggests something of “First-Day
Thoughts” unique position in the constellation ahérican poets writing religious verse. But thenpdhat
Whittier is alone among the major poets of the t@arth century in treating religious practices
sympathetically is almost entirely overlooked. Wh@ur current discussion of the “religious” in
American verse is largely confined to the twin esgantative poetries of Whitman, for whom, in Zuba'’s
words, “formal religious belonging is largely ilegant to [his] spiritual concerns” and Emersonpgé
poem “The Problem” which concludes the anthologlfseussion on “Organized Religion,” speaks for
those who are “conflicted about the place of distiaéd religion in their spiritual lives.” Indeeifl these
two attitudes towards traditional religious praet —indifference and doubt—dominate the works tha
are currently deemed “religious” by anthologistd aritics alike, then it should come as no surpitise
Whittier's reputation as religious poet, if notieely muted, has undergone a century-long atteanati

% This comment by George W. Cooke is quote8éhmidRestless Soul$1.
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by Houghton Mifflin in the last years of the nineteenth centfirwritingswas followed

by the Riverside/Cambridge editions of the complete works of Lowell (1891) aret Ol
Wendell Holmes (1894), which, with help from the poets themselves, were edited by
Horace Scudder. Whittier collaborated closely with Scudder and the two men drrange
the author's poems primarily into the categories of genre and tHeByeorganizing

poems under the titles of, for example, “Narrative and Legendary Poems,”s"&ong
Labor and Reform,” and “Poems Subjective and Reminiscent,” they eschewed the
practice of arranging poems chronologically—the Riverside/Cambedigens of
Longfellow, Lowell, and Holmes are organized by year and volume —and emghasize
the generic and rhetorical scope of Whittier’s lifework. While their reasdamay

poem’s inclusion under the title “Religious Poems” is not always clear, thairggment

is often purposeful and, as we shall see, significant. Of course, it was not uncommon for
a similar arrangement to be found in the collected works of other American poets
Nathaniel Parker Willis, Alice and Phoebe Cary, and Harriet Beecher &tbpueéblished
collections which included a section entitled “Sacred” or “Religious Poems.thBsg
collections applied the title as a way of preserving a poem'’s first appeain a formally
published volume or compilatiofi. By applying the title to a group of poems for the first
time, the Riverside Whittier functioned similarly to the period’s religimth@ogies

which framed and documented the “religious” for its readership; this framing of the

%0 For a description of Scudder’s collaboration ithittier, see Eleanor M Tilton’s “Making Whittier
Definitive,” The New England Quarterlyol. 12, No. 2 (June 1939), 281-314.

31 See Tilton, “Making Whittier Definitive,” 281-286

32 SeeThe Poems, Sacred, Passionate, and Humorous, baNiat Parker WillisfNew York: Clarke and
Maynard, 1868)The Poetical Works of Alice and Phoebe C@gw York: Hurd and Houghton, 1876);
andThe Writings of Harriet Beecher Sto{goston: Houghton, Mifflin, 1896).
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“religious” was made even more noteworthy considering the grouping in #@s ca
received the approval of the poems’ author.

The 70 poems listed under “Religious Poems” are organized chronologically.
Like all poets, Whittier had his thematic preoccupations and from time to time,
experimented with meter. The appearance of a “Quaker” sequence of 1880-%usione
an example of both: six brief but powerful treatments of the theme of faith, esghiass
verse form closely resembling that of the Italian sonnet. On the whole, Whéliefast
to the ballad measure and the octosyllabic four-stress line. Furthermore usisiathe
subject of man’s journey to God seldom wavered. The Riverside collection opens with
“The Star of Bethlehem” (1830), a narration of a pilgrimage to a Holy ,Laamdi
concludes with “Revelation” (1886), a first-person reimagining of a spimtisis in the
life of George Fox. Like the works anthologized for Bloom’s collection of religious
poetry, both poems begin in anticipation amid some difficulty. For the pilgrim of “The
Star of Bethlehem” it is the strange world of the Muslim-dominated Hahgla
“Moslem graves.../And mosque-spires.../And graybeard Mollahs.../Chanting their
Koran.” For the Fox-inspired speaker of “Revelation,” Nature, the “strangi@ig
Force” assails him with doubts. Both poems work through this “strange,” initial
experience differently—the pilgrim discovers growing at his feet ar*fsawer of the
Virgin child,” while the speaker of “Revelation” recalls the doctrines sff&ith—but
both speakers receive the insight that “the darkness of His providence/ls\sttr-li
benign intents.”

In addition to the “Holy Land” poems (and a few scattered experiments in

Biblical narrative), two other thematic subcategories of religious poengegacluding
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one which gained Whittier the label of “iconoclast,” namely the theme ofaedig
hypocrisy and error. These poems expose what the speaker of “Utteranaééglast
the “scheme/Creeds, cult and ritual” of organized religion and attack (in &mgers
words) “the many forms” in which we try “[t]o utter God’s infinit§>” The collection’s
other dominant theme is that of faith and self-doubt. These poems begin in inquiry,
disbelief, and darkness and find resolution either in the “still small voice” of divine
instruction or the “inner light” of divine love. At first, it would appear that thege tw
thematic sub-categories are mutually exclusive, diametrically opp@sgchants of
religious error and religious authenticity. Although it is beneficial td tresm at first as
separate modes—one conceived in the tradition of New England satiricalwecke
took aim at the faults of orthodox religion, the other in the devotethalsof the
Metaphysical poets and the faith-hymns of Isaac Watts—the separati@mehdhe two
in the follow section is provisionaf. In the most compelling of his portrayals of
religious experience, Whittier makes one the background of the other: hy@oatisy
religious error help compose the darkness against which the pilgrim sswggl the
“still small voice” of the true God pieces the “din of clashed belief’ ofcduli
Christendont>
“Geneva Creed, Roman Crown”

As the nation’s representative poet of the abolitionist movement, Whittietr spe

35 years outlining the theme of hypocrisy; his “Anti-slavery Poems” supaligorkshop

33 “Bohemian Hymn” inCollected Poems and Translatiofiéew York: Library of America, 1994), 368.
3 For a clear summary of the New England satirieabg which targets religion, see George L. Roth,
“New England Satire on Religion, 1790-1820"Tihe New England QuarterB8 (1955), 246-254. For a
focus account on one author, see Colin Wells'ystfdhe poetry of Timothy DwightThe Devil and
Doctor Dwight: Satire and Theology in the Early Aioan RepubliqChapel Hill, NC: University of North
Carolina, 2002.

% The phrase “din of clashed belief” is from HerndMelville, Clarel. eds. Harrison Hayford, Walter E.
Bezanson, Hershel Parker. (Evanston and ChicagdahiNestern University Press, 1991.), 3.21.98.
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of sorts for his religious imaginatiofi. In them, Whittier depicted the hypocrisy of
America’s collusion with the institution of slavery as an almost metaphysicar,
capable of staining nature itself. In “The Slave-Ships,” the vessel dietj\s&daves to the
New World tinctures “the bird and blossom,/The green earth and the sky” with the
“blackness of [its] crime.” But Whittier was seldom so broad in his attack on hgpoc

If Whittier identifies the hypocrisy of Protestantism, he implicates ingtlg

“Christians” but entire denominations by name. In “Letter From a Misgibtize

poem’s speaker charges “good and pious men/A Presbyterian Elder, Beatish,/A
local preacher...” with the crime of condoning the Kansas-Nebraska Act of 1854. This
penchant for the details of American denominational culture is combined witlera se
view of Catholicism. Even though the ire of the anti-slavery poems is largedg @i

the hypocrisy of Protestant Evangelicals, they also target the lituegidadcclesiastical
furniture of Catholic thought and practices. Intensifying William He&zlclaim that
“greatest hypocrites in the world are religious hypocrites,” “Cét@ppressors” presents
members of the clergy as the greatest of sinners, “paid hypocrites, whadgmeht
aside, and rob the Holy Book/Of those high words of truth which search and burn/in
warning and rebuke® The speaker of “The Sentence of John L. Brown” warns that to
deny the Bible’s stand against slavery is to become complicit with the “mousing
priesthood” who in pre-Reformation days “ply/their garbled text and gloss of sin,/And
make the lettered scroll deny/Its living soul within.” Even if the injusticedeed is not

religious in kind, Whittier personifies it as a participant in ritualistoecship. “Official

% All “anti-slavery” poems discussed in the subserjymragraph can be foundThe Writings of John
Greenleaf Whittier3.9-270.

3" The Collected Works of William Hazlieds. A.R. Waller and Arnold Glover (London: J.M.riband
Co., 1902), 192.
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Piety” describes a slave pirate, who “watching from his bloody deck/...holditlg itea
check/While prayers are said, brows crossed, and beads are told” transtorms i
“thousand-throated priesthood” who sing “Te Deums to the shuddering sky.” At the end
of that poem, a priest “lock[s] fast the door/Of Hope against three million soulksndf m
and genuflects “with unrolled eyeballs.../Whining a prayer for help to hid the key!”
Here, as elsewhere in the “anti-slavery” poems, Whittier illusttaetheme of
hypocrisy by combining religious indignation with ecclesiastical metaphor

Shaped to fit the fierce debate over slavery, the treatment of hypocrisy in the
“Anti-slavery Poems” is identical to the one presented in the “Religious £bdmhis
religious lyrics, Whittier strikes at the “schemes” of organizedjiati, utilizing language
redolent of traditional Protestant challenges to “Popery.” But he also cetisires
“creeds” of Protestant culture as well. Without the clear aim Whittigbged in the
composition of his “Anti-slavery Poems”—the abolishment of the slave-trade—
Whittier’s utilization of iconoclastic rhetoric appears more diffuse. Whitttier had his
favorite targets—the creed of Calvinism and the “ritualistic” worship of Caiboli—
and his unvarying attack on them constituted the poet’s two-pronged attack muselig
hypocrisy and error.

The social and intellectual history of Calvinism is a frequent subject dtié/is
religious poems. “The Familist's Hymn” (1838), “The Exiles” (1841), and “Hyonn
the Dunkers” (1877) take up the historical oppression of American Quakerism by
Puritans, while “The Overheart” (1859) and “Andrew Rykman’s Prayer” (1863)thea
universal menace of contemporary Calvinism. As we have already seen,téfhal E

Goodness” (which one critic called Whittier’'s “fullest statement of...dissent the
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Calvinistic point of view”) rejects traditional Christian theology’s “lonked and
strong”; the object of that rejection is the “iron creeds” of theology, a phtaisa w
always means in Whittier's poetry the Calvinist doctrines of total deprandy
predestinatior® This idea of “iron” theology is beautiful realized in the last image of
“The Preacher,” one of Whittier’s “narrative poems,” in which the “chupites” that
populate the New England landscape, “lift their vein defense/As if to stiatbplts of
God/With the points of Calvin’s thunder-rod® Even in poems whose subject is not
ostensibly religious, the “Genevan creed” appears, as it does in a passegenat of
“Snowbound” (1866). The passage, in which a Doctor’s belief in “Calvin’s creed” is
suspended momentarily in order to help a family trapped by snow, is crucial to the
poem’s theme of isolation and community and suggests that Calvinism is incompatible
with Christian charity.

Perhaps the most famous of Whittier’'s attacks on Calvinism, “The Minister’s
Daughter” (1880), imagines the conversion of a Calvinist at the hands of a child. After
delivering a sermon in which “he had told of the primal fall,/And how thenceforth the
wrath of God/Rested on each and all,” a Calvinist minister and his daughter stop to
admire the “old, lost beauty/Of the Garden of the Lord.” Instead of admiriraptiie
tree’s bounty, the child deems it “wicked.” “Had there been no Garden of Eden/There
never had been a fall,” she reasons, “And if never a tree had blossomed/God would have
loved us all.” Her father admonishes her to “fear and love Him,” but, although ske fear
Him, she cannot since He is not “as good and gentle,/Kind and loving” as her earthly

father. Ashamed of his faith, the minister questions both his vocation and his faith:

3 WagenknechtJohn Greenleaf Whittief,91.
39 The Writings of John Greenleaf Whitti@g0.
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To what grim and dreadful idol

Had he lent the holiest name?

Did his own heart, loving and human,

The God of his worship shame? [...]

Thereafter his hearers noted

In his prayers a tenderer strain,

And never the gospel of hatred

Burned on his lips again.
Here, the “gospel of hatred”—shorthand for the Calvinist doctrines of originahdin
total depravity—is transformed into the “tenderer strain” of trusting in God’s
benevolence. Through the power of a young girl's words, “Sinai’s mount of law” has
become the “Syrian lilies.” Ann Douglas characterized this transfmmiiom “Adult
politics” to “infantile piety Ecclesiato nursery,” as the “feminization” of American
Calvinism?® But the Minister does not so much as succumb to his daughter’s teaching
as follow his heart. Destroying the “grim and dreadful idol” is the poem’s itastac
gesture, but the Minister’s true hypocrisy is the lack of fidelity to his ovigioak
affections.

Calvinism’s influence on religious emotions appears in “Trinitas” (1858), a poem
which performs what historian Jaroslav Pelikan called “the affectionapwaii®n of
doctrine.** Puzzled by the doctrine of the Trinity (“the dark riddle”), the poem’s speaker
unsuccessfully seeks for a solution in “blindfold” nature and human society before

observing an act of love by one who seemed “secure/From inward guilt or outveatd lur

“0The Feminization of American Cultufdew York: Noonday Press, 1998), 19.
“I The Christian Tradition: A History of the Developmef Doctrine Vol. 5 (Chicago: University of
Chicago Press, 1989), 122.
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That night, the speaker turns to “what Hippo’s saint and Calvin said; /The livikiggee
to the dead” for an explanation, but “in vain” he “turn[s], in weary quest,/Old pages,
where.../The poor creed-mongers dreamed and guessed.” The speaker praysdgai
this time, is answered by the “still, small voice” who transforms the dasgats into
compelling evidence for the doctrine of the Trinity:

“The equal Father in rain and sun,

His Christ in the good to evil done,

His voice in thy soul; and the Three are One!”

| shut my grave Aquinas fast;

The monkish gloss of ages past,

The schoolman’s creed aside | cast.
The “still, small voice” reveals what the “schoolman’s creed” cannot, natmaly
evidence of theological truth is found not in theology but in the three-fold presence of
nature, sympathy, and divine illumination; the dogma has now been “transposed” into
affection. Earlier in the poem, the speaker is shocked to see the “fallen
sister...secure/From inward guilt or outward lure.” Because the speakéinvsard
guilt” to interpret his own religious experience, he is now chastised by the divine
visitation for being “blind of sight, of faith so small” and, in a line which recalter@e
denial of Christ, having “this day...denied them all'” Seeing “shame and sin” where
there is none, Calvinism impedes love as well as illumination and leads to blindness,

hypocrisy, and eventually death.
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“Trinitas” also presents the figure of “grave Aquinas” whose work offers a
“monkish gloss” on experience. But the medieval theologian is not the poem’s only
representative of Roman Catholicism. Catholic thought appears in thedigbit.e
Augustine (“Hippo’s saint) and, in the second half of the speaker’s observation on
“inward guilt oroutward lure the suggestion of Catholic practice. Although “outward
lure” includes the speaker’s misinterpretation of nature—or any error in gridgrmsed
on appearances of the spiritual in the visible world—the phrase also suggests the
attraction of religious ritual and habit, especially those associated wiRothan
Catholic Church. The pairing of Calvinism and Catholicism in Whittier's “Lalhod
“Narrative” poems often functions as a unified symbol for the repressive aytinonit
which the “pilgrim needs a pass no more,” or acts as an opportunity for political
iconoclasm (the voice of “To Ronge” cries, “Sharp sword of God, all idols
down/Genevan creed and Roman Crown”). But in poems like “Trinitas,” it is Wisittier
formula for the totality of religious error, comprised of the two greatesaclestin
man’s journey to God: the “iron creed” of Calvinist dogma and the “ghastly sgirdfol
Roman Catholic worship and ritual.

For literary reasons, the “ghastly symbols” are a more effective tfairgibie
iconoclasm of Whittier’s religious poetry than Calvinist doctrine. In therdliae
Poems,” such as “The Pennsylvanian Pilgrim” and “The Double-Headed Snake of New
England,” Whittier could censure the doctrine of total depravity or predestingtion b
drawing from stories of early Quaker oppression by Puritans; he could dressedoct

with history. But his religious poetry required what Peter Levi called tladftdding”
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of symbol, even when the source of the symbol was also the object of his*attack.
Whittier may not be targeting historical Catholicism in all the poems thatieccult
and ritual,” but, as the “Anti-Slavery Poems” reveal, the liturgical antksi@astical
tradition of Catholicism provided a ready economy of symbolism for the poettk ath
all religious hypocrisy and error. Written the same year as “Snow-Bound,” “OsteNa
suggest the materials of Roman Catholic liturgy and ritual: “Nor holy bread, nor blood of
grape,/The lineaments restore/Of Him we know in outward shape/And in the flesh no
more.” Whittier's description of the ritual and elements of Communion not onlyseject
of the Catholic doctrine of Transubstantiation but dismisses the various positiong held b
Anglicans (Episcopalians), Lutherans, Methodists, and even Reformed Churches
concerning the “Real Presence” of Christ during the commemoration of tds Lo
Supper. The phrase “Blood of grape” covers both the use of wine and the unfermented
grape juice used by Reformers and recalls the orgiastic drinking of pagan h place
of these empty rituals, the speaker substitutes the “His own best evidence,/His
witness...within:

Our Friend, our Brother, and our Lord

What may Thy services be?

Nor name, nor form, nor ritual word,

But simply following Thee

Thy litanies, sweet offices

Of love and gratitude;

Thy sacramental liturgies

The joy of doing good.

2 preface ifThe Penguin Book of English Christian Vefsiew York: Penguin Books, 1984)
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The triple address, “Friend, Brother, Lord” is a crucial component in thediBes
Poems.” By it, Whittier's speakers deliver their messages to Quakesr(ti), fellow
Christian (“Brother”) and directly to “Lord.” Like the economized deswipbdf “blood
of grape” and “sacramental liturgies” (which refers specificallyath@lic and Anglican
tradition, but also includeall forms of Christian worship), the compression of his
address and brief alteration of organized worship into religious affectiossrataental
litanies” transforms into “love and gratitude” in the space of one line—Whittie
miniaturizes his iconoclastic rhetoric in order to “strip the altar” ofralppty ritual as
well as to reflect a closeness with, and possible unity of, all Christendom.

In “Worship” (1848), the parallel between “pagan” and Christian forms of ritual
understated in poems like “Our Master” (“blood of grape”), is made clear. Thégpoem
opening lines, “The Pagan’s myths through marble lips are spoken,/And ghosts of old
Beliefs still flit and moan,” are followed by vivid descriptions of religiaffences
committed by Christian culture in its pursuit of worshipping God. “Worship” portrays
the pagan and the Christian as identical, and, in some of the most severe examples of
Whittier’s iconoclastic rhetoric, condemns their practice of ritualizedship:

Red altars, kindling through that night of error,

Smoked with warm blood beneath the cruel eye,

[....] Then through great temples swelled the dismal moaning,
Of dirge-like music and sepulchral prayer;

Pale wizard priests, o’er occult symbols droning,

Swung their white censers in the burdened air

As if the pomp of rituals, and the savor
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Of gums and spices could the Unseen One please;

As is His ear could bend, with childish favor,

To the poor flattery of the organ keys!
“Worship™s evocation of the Roman Catholic/Anglican Mass as a pagan, even satanic
celebration joins other America writing that attacks Catholicism wisle @rgeting the
ritual and worship-practices of organized religion. The poem’s “ghastly syhavels
provided by Roman Catholic tradition but can be applied to the perceived excesses of
Protestants, even those members of the Reformed tradition who would have joined
Whittier in his condemnation of “Romish” liturgy. Nathaniel Hawthorne’s “Young
Goodman Brown” is the most well-known illustration from the period; its description of
the midnight witch meeting evokes both the Roman Catholic mass and the evangelical
revival, even as it exposes the hypocrisy of American Calvinism. This nheittiva
confrontation with the period’s “orthodox” religion appears most prominent in fiction but
also appears in poems by Oliver Wendell Holmes and Emerson, both entitled simply
“Worship.”™* Perhaps Whittier's own “The Brewing of the Soma” best exemplifies this
kind of “anti-worship” worship poem. The poem details the mystical powers of Soma, an
ancient ritual drink, which, according to Hindu mythology, was both a sacred elixir and
god. A satire on the intemperance of religious enthusiasm, “Brewing” gained gypula
among nineteenth-century Christians when it was included in several churchsiymna
The abridged hymn begins “Dear Lord and Father of mankind/Forgive our foolist’way

What the hymn does not include, however, is the poem’s stated “foolish ways,” the 11

*3 For a discussion on nineteenth-century Americeiiofi’s attack on Roman Catholicism, see Jenny
FranchotRoads to Rome: The Antebellum Protestant EncowiterCatholicism(Berkeley: University of
California Press, 1994fsmerican Catholic Arts and Fictions: Culture, Idegy, Aesthetic€Cambridge:
Cambridge University Press, 1992), 76-110; Davi®&ynoldsfaith in Fiction: The Emergence of
Religious Literature in Americ€Cambridge: Harvard University Press, 1981), 180:1
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previous stanzas, which abound in the “ghastly symbols” of Catholic liturgy and ritual
and suggest the specter of paganism all while satirizing the world’s nasligio

Each after age has striven

By music, incense, vigils drear,

And trance, to bring the skies more near,

Or lift men up to heaven! [...]

The scourge’s keen delight of pain,

The Dervish dance, the Orphic strain,

The desert’s hair-grown hermit sunk

The naked Santon, hashish-drunk,

The cloister madness of the monk,

The fakir’s torture-show.
In Whittier’s attack on ritual, no group is spared. “Brewing” is unique in WHgtier
poetry for its attack on world religions. But even while the poem appropriasagesm
from Hindu and Islamic religion, it never leaves behind the furniture and figures of
Christian rituaf**

Whittier’s two-pronged attack on the creed of Calvinism and the “ritudlistic

worship of Catholicism mirrors similar attacks by nineteenth-centbeydi
Protestantism on the two groups. Jenny Franchot has argued that, for religials, liber

the two targets of Catholicism and Calvinism were, in fact, one. She writefie“[T]

** Included in the Riverside collection under “Ankisgery Poems,” “The Haschish” (1854), precedede‘Th
Brewing of the Soma” but appears as a kind of congrapiece to Whittier's satire on religious
enthusiasm. Like “Brewing” the poem details a nemdf religious improprieties when the plant isezat

a Muslim scales a synagogue and “the Rabbi shakdsehrd at Moses.” But perhaps the greatest ssene
the Christian preacher, who “ eats, and straigheaps/His Bible in a new translation;/Its angelgroe
overseers/And Heaven itself a snug plantation.& pbem is another illustration of the ways in which
themes dedicated to the cause of abolishing slaverg later used for the purposes of censuringioels
hypocrisy and error.
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attack on Catholic absolutism [was] part of liberal Protestantismiggle to divest itself

of absolutist Calvinist orthodoxy while attempting to control its own debilitation by
rallying forces against a malevolent Ronie.Moreover, the movement of nineteenth-
century religious progress was both preceded and nourished by the spirit of §uakeri
an observation William James made in his lecture on religious experi&wéar‘as our
sects to-day are evolving into liberality, they are simply revertireggence to the

position which Fox and the early Quakers so long ago asstth&tlé need look no

further for additional evidence of the interpenetration of religious libenadisd Quaker
tradition than in the intellectual biographies of two of the century’s most iargort
American poets, Emerson and Whitman, both of whom were influenced by Quakers such
as Fox and Elias HickK€. Committed to his Quaker principles, Whittier articulated in
these religious poems a position that corresponded to a more extensive crititpetedéeve
orthodoxy by religious liberals. But, while the trials of Whittier's charaeteo address
each other as “Friend” may at times resemble the world-wearinessiobtioelastic
speaker of Emerson’s “The Problem,” or the compassion of Whitman’s own synmpathet
imagination inLeaves of GrasdVhittier's commitment to Quakerism determined, not

merely illustrated, his religious vision, which was dedicated to leadingddenre away

*> Roads to Romexvii.

“®The Varieties of Religious Experieng¢ew York: Library of America, 1990), 16.

*"When asked what religion he “belonged” to, Emermsnswered that he was “more than a Quaker than
anything else.” quoted in Robert D. RichardsorEdngrson: The Mind on Fir@Berkeley: University of
California Press, 1995), 158; for Whitman and Quizke, see David S. Reynold&jalt Whitman’s
America: A Cultural BiographyNew York: Knopf, 1995), esp. 24-27. Here, Reyisaleminds us that
Whitman felt himself “destined” to be Hick’s biograer. The two men resembled one another, Hicks
being the forerunner of Whitman’s mysticism: “Hiakshered Quakerism to the brink of pre-Whitmanian
religious vision.” 38. See also Glenn N. Cummirigdacing the Impalpable: Walt Whitman and Elias
Hicks” Modern Language Studiegpl. 28, No. 2 (Spring 1998), 69-86.;
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from (in his words) “the worn ways of cathedral-aisles” and down “the sopiath”

illuminated by the “one distinctive doctrine of Quakerism—the Light witAfn.”

“The Light Within”

As Quakerism’s central doctrine,” the “light within” (also identified imiler’s
poetry as “inner light,” “inner ear,” “inner sense,” and “inner silence’gnything but
distinctive. Theologically ambiguous enough to allow multiple, often conflicting,
interpretations, and the doctrine originated in seventeenth-century Eaghemd)

Christians who had rejected the principles and practices of the Church of England. Fox
believed that “each person had a measure of what the gospel of John calleck ‘tigtr

that lighteth every man that cometh into the worfd.’How a person received this light

and to what degree it constitutedecialreligious insight, however, remained matters of
great concern for subsequent generations of Quakers. For the Quakers ief"g\imitte,
several crises sprang up around the nature and authority of the “inner light.”

Whittier's poetry was born, so to speak, in the wake of the first such crisis of the
nineteenth century, what one historian has called “the watershed event ilcakmer
Quaker history, the Hicksite controversy of 1827-1828lamed after the charismatic
preacher Elias Hicks, this controversy over the doctrine of the inner light divided
Quakers, also known as the Society of Friends, into two groups: those Friends who

sympathized with the progressive ideas of Hicks, and those who maintained an orthodox

“8 Unknown day and month, 1870, Letter to WilliamiAsion in The Letters of John Greenleaf Whittier.
Vol. 3. ed. John Pickard (Harvard: Belknap, 197233.

“9 E. Brooks Holifield,Theology in America: Christian Thought from the Af¢he Puritans to the Civil
War. (New Haven, Yale 2003.) pp. 320.

0 Whittier published his first poem, “The Exile’s parture” in 1826. He published over 150 in thetnex
two years; Thomas D. Hammhe Transformation of American Quakerism: Ortho8ornds, 1800-1907.
(Bloomington: Indiana University Press, 1988.), 14.
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stand on Christ, the Bible, and sin. Because they believed that the inner light was
equivalent to conscience, given to all irrespective of merit, the Hickagdhis second
group was called, argued against the Atonement, the Bible as the infathitdleofvGod,
and Original Sin. The Orthodox Friends naturally rejected these liberahsefout
because Quakers had, for 150 years, “eschewed systematic theological thihlking,”
understanding of the inner light was left vulnerable to atthdkerhaps more powerful
than any “liberalizing” attack on the doctrine, however, were the ways in which the
Orthodox identity was affected by its affiliation with Evangelicals. Nantwmg to
equate the “inner light” with conscience alone, by joining the ranks of Evealgel
Protestantism, Orthodox Friends ran the risk of eclipsing their traditiorgsi@imsights
with that of Calvinism’s. Wishing to be confident in the teachings of Christ’s tyyihie
relevance of Holy Scripture, and the existence of evil, they were alwagmnger of
relying on the doctrines of predestination and total depravity.

Whittier's association with the Orthodox party was no secret. “I prefer the ol
ways,” he once stated simpRj.Although his poetry praises theologians of liberalism—
in “Channing” (1844) he calls the liberal theologian “a hero and a saint’—Whittie
rejected the century’s liberal spirit to which Quakerism appeared to peragiself.
Whittier stood firm on the divinity of Christ and accepted the doctrine of the Tasity
true>® He did not wholly reject original sin and had little patience for Unitariasism’
reverence for the role of human reason. He fought against many of the chahgesdha
being made to Quaker meetings, such as the new emphasis on preaching indesad of si

meditation. Yet the quarrel between the Orthodox party and the Hicksites, coupled wit

1 Hamm, The Transformationl7.
2 Sept.10, 1869, Letter to Ann Elizabeth Wendellétters Pickard, 198-199.
3 July 15, 1877, Letter to Gail Hamilton, lietters Pickard, 376.
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the Friend’s uneasy relationship with Evangelicals, produced in Whittierlarife
sympathy for liberalism, and nurtured a sensibility cautious towardsoetiginthusiasm
and allergic to theology. Although he deemed the Hicksites “heretics,”igvlkitiew the
dangers of judging others: “What will it avail us,” he asked in a 1838 letter to an
Orthodox Friend, “if, while boasting of our soundness and of our enmity to the delusion
of Hicksism, we neglect to make a practical application of our belief to ourg&tves
Confessing in that same letter that he did not “dare claim to be any the doefttes]f
orthodox principles,” Whittier greeted future schisms (and religious contsowers
general) with a tolerant apprehension, focusing on the “practical applicafibrs faith.
“The only orthodoxy | am especially interested in,” he proclaimed, “is thatecttl
practice.”

The life and practice of the “Friend” is the unspoken theme of many of Whittier’s
poems, including “The Chapel of the Hermits” (1851), which anticipates the thehe of t
“impossibility of faith” found in Matthew Arnold’s “Stanzas from the Grande
Chartreuse” (1855) and later in Melvillegarel (1876). The pilgrims of the poem, who
pray for the strength to overcome unbelief, produce an inventory of their period’s
hindrance to faith:

| do believe, and yet, in grief,

| pray for help to unbelief;

For needful strength aside to lay
The daily cumberings of my way.
I'm sick at heart of craft and cant,

Sick of the crazed enthusiast’s rant,

** Date, month, and recipient unknown, 1838, éttersVol.1, Pickard, 295.
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Profession’s smooth hypocracies,

And creeds of iron, and lives of ease.
Whittier’s pilgrim is both Everyman and Quaker “Friend.” His list of “daily
cumberings” include the hazards modern man must face on his path to authéntic fait
Additionally, they represent the various temptations and trials faced by demeri
Quakerism in the wake of the Hicksite schism: Calvinism (“creeds of irdmépyges in
liturgy (“craft”), cant (“theology”), hypocrisy, and “enthusiasm.” Hatmore, the
pilgrim’s struggle is that of the “common heart of Christendom” but is felt amsely
by those friends who speak “where the still river slid away,” one of the poem’s many
unmistakable references to the Merrimack River, an important feature inanAhitt
“hometowns” of Haverhill and Amesbury, Massachusetts. Here, at the start of his
journey, the pilgrim experiences despair, born of religious learning, a commotudepar
point with other pilgrims of nineteenth-century literature, but particularlyesfoutthe
Quaker who must find the evidence of the “still small voice” among the competiregvoic
of religious controversy. At poem’s end, Whittier's poem hears it, though not without
trial, and the light of “New Jerusalem” falls on the “maple ridge” and “glearked
lake” in a New England landscape.

Poems like “The Chapel of the Hermits” are a result of Whittier's comemt to
Quaker tradition and the poet’s ongoing engagement with the crisis ofydehiath his
faith community faced. The resemblance between the journey of the Quaker arfd that
(the fictional) Clarel or Obermann is what gave the best of Whittier's paesmide
appeal. But his dual commitment to Quaker principles and writing poetry proved, at

times, to be challenging. Two such challenges arise from a close examindhien of

% For a discussion on the despair born of religieasning (which includes theology) see my introdturct
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Whittier's “Religious Poems”: the first is a consistent attitude towtrel®bjects of
nature; the second is a reoccurring form of argumentation present in both Iydcal a
narrative modes, which is characterized by accumulation and a rhetoric abnegat
These two qualities form the tension betweerethesof iconoclasm and that of
mysticism, a feature hinted at in the reception history of Whittier by higegararies.
This tension which originated, as Lowell had maintained, in Whittier's own faith
tradition, felt by friend and mystic alike, animates what was for Whitteepurpose of a
“religious poem”: to comfort readers who, “wandering between two worlds, one
dead/The other powerless to be born,” need only see the “inner light” or hear the “still

small voice” to experience God’s love.

Nature and the Rhetoric of Negation

On the whole, the religious poems view nature as much more than “an ennobling
recreation,” but, unlike the work of Jones Very or Richard Henry Dana, the natul@l wor
is not presented as a conduit to the spiritti&@eorge T. Rider, the Episcopalian
anthologist who objected to the century’s sacred lyrics with the exception efvinash
“caught from Nature...her sweetest inspirations,” included four of Whittieligious
poems in hidyra Americanatwo of which, “The Red River Voyageur,” and “The Purer
Path” treat the river as a symbol of spiritual progrésBut this use of natural symbolism

is uncommon in Whittier’s religious lyrics; insight into God’s ways is ragelyned

*5 Norman Foerstefature in American Literature: Studies in the Mausfiew of Nature(New York:
Russell and Russell, 1950), 27. The entire passagis, “Like Bryant, Whittier looked to the outerd
inhuman world, not for his religion, but fan ennobling recreatiah Despite misunderstanding Whittier's
use of nature in the religious poems, Foersterimo@s on to maintain, correctly, “Much as he loved
nature...he was essentially...a religious poet” 33.

" Lyra AmericanaNew York: D. Appleton and Company, 1864), viii-ix
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through nature. Like the George Fox-inspired voice of “Revelation” who claens t
“Elements and the Stars assail” and “reck...the helpless wills” of those otshiyy
them, Whittier’s religious speakers question nature’s ability to assrstmfanding
epiphany. “Questions of Life” (1852) renders nature itself one vast riddle:

What may the wind'’s low burden be?

The meaning of the moaning see?

The hieroglyphics of the stars?

Or clouded sunset’s crimson bars?

| vainly ask, for mocks my skill

The trick of Nature’s cipher still.
Even in non-religious poems, Whittier seldom drew his materials from the Inatutd,
often referring to nature in order to suggest its inadequacy for the sdifeaudwe felt
that man was more than his adobe,” he wrote in “Mountain Pictures, “The inward life
than Nature’s raiment moré® One important exception is “Snow-bound” (1866),
which, in describing a New England Nor’easter and the family who endures it, provides
an important contrast to the position taken by the “Religious Poems.”

Whittier opens “Snow-bound” with the sun, a “cheerless/...darkly

circled,/[which] gave at noon/A sadder light than waning modrit’is a symbol of
dread anticipation: “Its mute and ominous prophecy,/A portent seeming less than
threat,/It sank from sight before it set.” The family, trapped inside, atdauttaignore
nature’s anticipation and feel “a chill no coat, however stout,/Of homespun studf coul

quite shut out.” The storm hits, turns day into night, and the next morning arrives while

8 “Mountain Pictures,” 2:58.
9 “Snow-Bound,” 2:398. All subsequent quotationshiis paragraph are from 298-306.
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“[a]ll day the hoary meteor fell.” When the family finally emerges, thieg that their

world, so familiar the day before, has changed: “We looked upon a world unknown,/On
nothing we could call our own.” The sun, which earlier in the poem represented nature’s
“strangeness,” a sign of almost-apocalyptic anticipation, now sheds ligh¢ dstrange”
world of domes and towers, no longer restricted by limitation, and showing “a femcele
drift what once was road.” At night, the moon “transfigure[s]” the objects afeatith

an “unwarming light,/Which only seemed where’er it fell to make a coldnessevisibl
Despite the absence of visible religious or social connections—“No churclefustisl
Christian tone/To the savage air, no social smoke/Curled over woods of snow-hung
oak™—the household finds warmth and light at the “hearth-fire’s ruddy glow.”

The natural symbolism of “Snow-bound” illustrates well how this balance
between the actions of accumulation and negation, building and dismantling, can achieve
a kind of equipoise. The sun which provides life to the farm anticipates (“darkly
circled”) its own extinction; when it returns, it sheds light on an “world unknown/On
nothing.” The symbol of snow, with its power to conceal and uncover simultaneously,
performs an important office not only for Whittier's poem but other American pogms a
well. Though it “seems nowhere to alight,” the snow in Emerson’s “The Snowstorm”
(1847) demonstrates its power by paralyzing all human actityhile Emerson’s
snow is both “fanciful” and “savage,” and illustrates the sublime, sometingassining
face of Nature, the snow of Robert Frost's “Desert Places” (1936) whiatesra
“blanker whiteness..../with no expression, nothing to express” is contrasted with the

speaker’s own “empty spaces.” “l have it in me so much nearer to home,” the poet

%0 “The Snowstorm” irCollected Poems and Translatioftdéew York: Library of America, 1994), 34.
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concludes, “To scare myself with my own desert plafed.ike Emerson’s poem which
it includes in its dedicatory remarks, “Snow-bound” affirms Nature’s s@hlafien
terrifying “blankness” yet uses its power as a foil against which to bigttine
illumination of the soul’s interior furnishings (“the old rude-furnished room/Bustielr
like, into rosy bloom”)*?

Starting with dread anticipation, passing through absence, deprivation, and
silence, and arriving at the light of love: “Snow-bound” enacts a pattern falloywe
almost all of the “Religious Poems” of the Riverside collection. But, whil@dieen
utilizes the materials of the natural world to good effect, the religious pegimer fail
to use nature convincingly (the flower in “The Star of Bethlehem”), centsaseainother
worldly distraction (“First-Day Thoughts,” “Revelation”) or bypass tbgether. More
comfortable with the elements familiar to mystical poetry, Whittispsakers call on
memory and imagination (“Andrew Rykman’s Prayer,” “In Quest”); they alsarsum
experience (“The Friend’s Burial), feelings of sympathy (“The &r&8geeker), and are
aided, though infrequently, by dreams (“The Clear Vision,” “Divine Compassion”).
The pattern of poems like “Revelation” and “Trinitas”—from doubt through experience
to illumination—mirrors thevia Triplex or the three stages or ways of purgation,
illumination, and union in classical Christian mysticism. But unlike the work of John
Donne or Edward Taylor, they do not present a specific method of meditation or
devotional prayer. Rather, they portray the instruction of Quaker spirituabiyin

silence and to wait. Additionally, the poems’ speakers almost always begirkiesiar

L “Desert Places,” iCollected Poems, Prose, and Pldiew York: Library of America, 1995), 269.

%2 For a good summary on the treatment of themeimtewby American poets, see Tim Armstrong’s “A
Good Word for Winter: The Poetics of a Seasbhe New England Quarterlyol. 60. No. 4 (Dec. 1987),
568-583.
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In The Life of George Foxa work Whittier owned and returned to often, a young disciple
of Fox recounts his teacher’s advice:
When | first went to him...he took me by the hand and said, “Young man,
this is the word of the Lord to thee, there are three scriptures thou must
witness to befulfilled. First, thou must tunom darkness to lighnhext
thou must come to the knowledge of the glory of God; and next, thou must
be changed from glory to glory®
The turn “from darkness to light” and the recognition of God’s benevolence is the
primary poetic paradigm of Whittier’s religious poems. “Trinitas” aliyi presents the
doctrine of the Trinity as a “dark riddle.” “I send my soul into darkness,” adhats
speaker of “Trust” (1853). While the recognition of God’s benevolence is a fixeemrie
in these poems, the “turn” is preceded by various forms of “darkness,” most notably those
which concern the affections (such as weariness, doubt, and despair) and the presence of
religious commonplace and error; the former dominates lyrical poems (such as
“Revelation”) while the latter figures prominently in narrative or samaal poems. The
difference often resides in whether the speaker of the poem is observin bimse
others. Sometimes, these two forms—religious affections and religious eppeara
together, as illustrated by the speaker of “The Story of Ida” (1884) whos&- worl
weariness is caused by misunderstandings born of speculative theologyuseligi
hypocrisy, and erroneous worship habits which are tainted by “sacerdotal téladng

tinsel gauds”:

%3 See Samuel T. Pickard/hittier-Land: A Handbook of North Ess¢Boston: Houghton Mifflin, 1904),
25; Quoted in Samuel M. Jann@ye Life of George FoXVith Dissertations on His Views Concerning the
Doctrines, Testimonies, and Discipline of the Qiais Church. (Philadelphia: Friends Book Association,
1885), 410.
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Weary of jangling noises never stilled

The skeptic’s sneer, the bigot’s hate, the din

Of clashing texts, the webs of creed men spin

Round simple truth, the children grown who build

With gilded cards their New Jerusalem...

...bedizening holy things.

| turn to with glad and grateful heart, from them

To the sweet story of the Florentine...
That Florentine was Ida, and the story of her acts of love was recordeddrcam
writer Francesca Alexander. John Ruskin who wrote the preface for 1883 edition of
Alexander’sThe Story of Idadescribed it as a “story of a Catholic girl written by a
Protestant one, yet the two of them, so united in the truth of Christian Faith, and in the
joy of its love, that they are absolutely unconscious of any difference in thedorms
letter of their religion.** To overlook religious controversy, “the din/Of clashing texts,”
is the desire of the poem’s speaker, but his weariness over “difference” praduces
accumulation of religious errors, a morass from which the speaker must emerge.

This accumulation of religious error is a key characteristic of Whitretigious

poems and is often joined to the rhetoric of negation, as it is in “The Meeting”(1868):

| ask no organ’s soulless breath

To drone the themes of life and death,

No alter candle-lit by day,

No ornate wordsman'’s rhetoric-play,

% John Ruskin, Preface to Francesca Alexarifiez, Story of Ida: Epitaph on an Ethrurian Tofient;
George Allen, 1883), vii.
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No cool philosophy to teach

Its bland audacities of speech

To double-tasked idolaters

Themselves their gods and worshipers,

No pulpit hammered by the fist,

Of loud-asserting dogmatist,

Who borrows from the Hand of love

The smoking thunderbolts of Jove.
Rejected as they are enumerated, these elements of religious geaticeyand error
comprise the whole of Christendom. In order, the passage exemplifies Catiholydits
extravagances of liturgical and sacramental worship, superstitiout betioolish
scholasticism; Unitarianism by “cool philosophy” and self-absorbed rioetord the
Evangelical Calvinism, by an enthusiastic and “dogmatic” trust in originakermons
of war instead of love. The speaker of “The Meeting"—the one American poem chosen
by William Cullen Bryant to represent the “religious” in his collectiglorary of World
Poetry—rejects these “shallow forms of make-believe” in order to prepare hismsoul f
the “feeling which is evidence/That very near about us lies/The realm ifigpir
mysteries.®® The negation, then is part of the spiritual preparatiog aegativato “the
sphere of the supernal powers.” “No” gathers the darkness, as well as dispels i
Whittier's use of accumulation and a rhetoric of negation accounts for the poet@ mi
reception as iconoclast and “best interpreter of the devotional spirit.” By uttiig

with the accumulated furniture of religious thought and habits, Whittier's poems re

% Seelibrary of World Poetryed William Cullen Bryant (1872; repr., New Yorkvenel Books, 1970),
285-287.
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perform Protestant iconoclasm: idols are built solely to be knocked down. But, for the
speaker and the actors of these poems, the aim of dismantling is not without purpose, for
only in the vacancy created by the vanished objects of the religious past can God spea
Hawthorne may be the most well-known American writer for exclaiming “No! in

thunder” (in Melville’s words), but Whittier deployed the rhetoric of negation more

frequently than any other of his contemporaries writing devotional verse.

While the poems of the Riverside collection excel at the art of demolition and
“send[ing] the soul into the dark,” they often struggle to convincingly realize tineemit
of illumination. Generally speaking, the “no” of an iconoclast and that of a naystic
different not only in degree but kind. Traditionally understood, the mystic abandons his
earthly attachments through a process of purgation so that he might exp&uehtke
iconoclast, on the other hand, “helps” others give up their attachments, g@ymaight
experience God (or, at the very least, be free to do so). Both say “no” to images and the
tyranny of the senses, but the mystic reproaches himself while the iconeblasts
others. Furthermore, this tension between the two roles is not reconciled but made mor
acute by the presence of a third role—that of poet—who, despite making use of the
rhetoric ancethosof iconoclast and mystic, must alsgpressnot simply be aware of,
the moment of illumination. The poet must describe “the empty forms between the ivory
gates” not simply experience them; he must “set down” for readers tderndeom
illusion and error, not merely feel’t. In the Divinity School Address, Emerson

characterized this failure to express the moment of illumination as a “burdéme’ “

% The phrase, “the empty forms between the ivorggais T.S. Eliot’s from “Ash Wednesday,” in
Collected Poems: 1902-1962New York: Harcourt Brace and Company, 19633ni0 6, line 18.
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effect of conversation with the beauty of the soul,” said Emerson, is “to begatea de
and need to impart to others the same knowledge and love.” “If utterance is denied the
thought lies like a burden on the ma&h.'Since the iconoclast and the mystic are satisfied
by experience alone, the burden belongs wholly to the poet.
In the poem “Utterance,” which is part of the “Quaker” sonnet sequence of 1880-

1, Whittier depicted that burden, along with the conflicting roles of iconoclast gstttm
born of his commitment to Quaker principles. The poem’s first line beégmedia res
deliberating the final lines of the previous poem “Help,” in which the poet resolved to
continue listening and recording “the still whisper of the Inward Word/...itsethwn
evidence” against the “wrath of the Eumenides,” hamely the Calvinist teauftioig!
depravity. Previous poems in the sequence had meditated on a range of theological
issues: the good works of those who live without “creed” (“By Their Works”), the
authority of the Bible (“The Word,” “The Book”), and the efficacy of faith
(“Requirement,” “Help”); now, after having meditated on the doctrines of hggae and
the issues which vexed nineteenth-century Quakerism, the speaker reflpotgsay of
language to capture the insights of religious experience:

But what avail inadequate words to meet

The innermost of Truth? Who shall essay

Blinded and weak, to point and lead the way,

Or solve the mystery in familiar speech?
The question is commonplace, but the speaker’s response is not. Without rejecting or

idealizing the role of language, the speaker presents a modest yet thoughtioh sol

7 Essays and Lectures (New York: Library of Ameri©83), 83.



129

born not of a “simple, sweet” vision of life, but of a commitment to the problem of
utterance which is the burden of the religious poet:

Yet, if it be that something not thy own,

Some shadow of the Thought to which our schemes,

Creeds, cult, and ritual are at best but dreams,

Is even to thy unworthiness made known,

Thou mayst not hide what yet thou shouldst not dare

To utter lightly, lest on lips of thine

The real seem false, the beauty undivine.

So weighing duty in the scale of prayer,

Give what seems given to thee. It may prove a seed

Of goodness dropped in fallow-grounds of need.
Even if the experience of God in this life, the speaker reasons, is only the “shadow of
Thought,” little better than the “schemes” of organized religion, you are ctedpel
share the gift of religious insight; your “duty” is to “give wisaemgiven to thee.” No
matter how inadequate it may appear, poetry is the capstone of religiougresperi
Earlier in his career, Whittier had dreamt of one day writing a mast&ke@poem
sequence, a "corner-stone for a Quaker temple of literature,” built irathgon of
Wordsworth's ecclesiastical sonnéfsAlthough hardly in the vein of Wordsworth's
ecclesiastical sonnets or George Herbert's "The Temple," this@inakt sequence,
along with the whole of the Riverside collection, monumentalize Whittier's \zamient

as one of the America’s most important writers of religious verse.

% Quoted in Pickard.ife and Letters1:227.
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Chapter Four:

“Strenuous Doubt: Religious Skepticism in James Russell Lowell'Bhe Cathedral

Of all of his late poems, James Russell Lowell (1819-1891) worked most
intensely orThe Cathedralgalling it, in 1869, "a kind of religious poerh.'During
months of writing, Lowell had assembled multiple versions of the poem, which, at eight
hundred lines of blank verse, increasingly took on the character of the poem's central
image, the Cathedral at Chartres. In a letter to then assistant-editor Atlantic
Monthly William Dean Howells, Lowell, who was at that time America's most popular
writer of satirical verse, noted that his newest project was atypidalkvas developing
into "a bit of clean carving...a solid buttress or two and perhaps a gleam througt painte
glass.? The Cathedralvas emerging as Lowell's most serious and sustained attempt at
non-satirical verse. All that remained to be seen is how, or whether, "it would stand" i
the eyes of the public.

When it was finally published in January 18Tbe Cathedraattracted a range of
responses that reflect the wide influence Lowell held on the public. Some readers
welcomed the poet's new direction; Howell called it the best poem of his tieméra
But readers who were accustomed to the poet's satire rejected the poem ity afvarie
ways. One critic imagined that the observation§he Cathedraivere a result of lifting

Parson Wilbur, the celebrated dilettante and "philological ornameiitieBiglow

! Lowell to Miss Norton, Sept 6, 1869, lietters229.

2 Lowell to H.D. Howells, Aug. 11, 186%¢tters 226.

3 H.D. Howells to Whitelaw Reid, Dec. 19, 1869 qubie George Monteiro’s “Howells on Lowell: An
Unascribed Review,The New England Quarterly,ol. 38, No. 4, (Dec. 1965): 508.
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Papers to "the heroic altitude™" Even friends who had been supportive of the poem in
its infant stages now questioned whether Lowell had intended his religious verse to be
satirical. Magazines contested Lowell's linguistic arcana and JohnmRuiig
individual whose ideas most influencéde Cathedral-asked Lowell to "go back over
[the poem] with a file® One reviewer was even certain that Lowell had never written a
poem "so artificial in its structure, so indirect and elaborate in its siiytbso remote in
its allusions" and argued that "speculation and theology" did not suit the poet’$ talent
And in what might be the poem's most damning, as well as insightful, appraisal, Ralph
Waldo Emerson said of the poem, "I like it, but | think he had to pdmp."

After the death of Lowell in 1891 the poem endured similar readings, which often
expressed the poem's failure in architectural terms. Critic and anth@dgisind
Stedman summarized what must have been by the end of the century a routine appraisal:
"[The poem] is not a stately pile, conforming to itself, [but] a structure ppdit by
part, and at different periods of grandeur or grotesquef&ss.Walt WhitmanThe
Cathedralconfirmed that "Lowell was not a grower [but] a builder [who] measured his
poems—kept them in a formuldWidely disparaged by Romantic poets and

Traditionalist critics in the nineteenth centufjne Cathedrateceived almost no critical

attention in the twentieth century, and effectively disappeared after tbadSéorld

* Unsigned review oThe Cathedraby James Russell LowelQverland Monthly and Outwest Magazine
Vol. 4 Issue 4, (April 1870): 386.

® For the public squabble over the poem’s use ofiatike “down-shod,” see, for exampl&he Galaxy
Vol. 9, Issue 5, (May 1870): 908, a8dribner's Monthlyol 4, Issue 2, (June 1872): 232; see also
Lowell's response in his letter to R.S. Chilton,rgta17, 1870Letters 253-4; Lowell describes Ruskin’s
reactions to the poem in a letter to C.E. Nor@ct. 15, 1870l etters 264-5.

® Unsigned review ofhe CathedraAnd Robert Browning’€hristmas Evén The New Englandevol. 29,
Issue 110 (Jan. 1870): 125-6.

" Edward Everett Halelames Russell Lowell and His Frien@oston: Houghton, Mifflin, and Company,
1899), 164.

8«James Russell Lowell” iiTthe Century lllustrated Monthly Magazivel. 24 (May-Oct. 1882), 109-110.
° Horace Traubelith Walt Whitman in CamdeNol. | (New York: Rowman and Littlefield, 1961315.
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War when Lowell's reputation as an American writer of significancerg=tliCriticized
for everything from its lack of polish to its shortage of spontanélig, Cathedraivhich
had once stood in the minds of its readers as a monument to whim and failure, in our own
time lies in ruin?

Before closely exploring those ruins, this chapter examines first i@ us
element of Lowell’s satirical verse. With the poet’s most popular work “Ad=all
Critics” as guide, | argue that, although Lowell resembled his liberadcmdraries in
his rejection of theology and religious tradition as instruments of insighkdypgsicsm
exceeded that of any other poet of the period, liberal or otherwise. This skepteysm pl
a significant role in his “religious” poetry as well, especiallyfive Cathedrgla work
which illustrates how, for the sake of imagination, a poet’s “original relatidhe

universe” required embracing Christian tradition as both “labyrinth and clue.”

“Theology, art thou so blind?”

“Theology, art thou so blind?” asks the central character of Herman Mslville
Clarel (1876)* For nineteenth-century American poets, the question was a familiar one.
The same distrust the guides Clarel from hesitation to despair benefitett&mmets
whose religious verse found inspiration in theology’s limitations. In factela
guestion at the start of Melville’s poem dramatizes a shared point of departoranipr

nineteenth-century American poems, a point taken up (as we have seen) not only by the

1% Biographers of Henry Adams have suggested thgidken influenced Adam#/ont-Saint-Michel and
Chartres(1904). See Robert Marnidenry Adams on the Road to Chart(€mbridge: Harvard
University Press, 1971), 37-9. Adams’ was Lowegdsil at Harvard during 1870, the yéldre Cathedral
was published; only one full-length studyTdfe Cathedrahas been written since the poem’s publication:
Thomas G. Tanselle, “The Craftsmanship of LowedlvRions inThe Cathedral,in Bulletin of the New
York Public Library70 (1966): 50-63.

" Herman Melville Clarel. eds. Harrison Hayford, Walter E. Bezanson, HdrBheker. (Evanston and
Chicago: Northwestern University Press, 1991),2R1.
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speaker of Ralph Waldo Emerson’s “The Problem,” but also those voices of the country’s
early moral poetry (Richard Henry Dana’s “Fragment of an Epistted)the religious
musings of the “genteel tradition” (John Greenleaf Whittier’'s “Trinitas”).

One of these American voices who answers Clarel's question with an unqualified
“yes” is the speaker of James Russell Lowell’s “A Fable for Ctifit848)? Unlike the
poems that fill the religious anthologies and collections that we examined iinsbur f
chapter, “A Fable” treats the limits of theological knowledge as a keealeoh satire,
not for the advancement of devotion or the deepening of “religious” feeling. Ostensibly
the poem targets the nineteenth-century publishing world, but “the loom...for thesjverse
fancy to spin on” is made of religious material. Populated with several podtir &s
century’s most prominent writers, including Emerson, Dana, Edgar Allan Poe, and
Margaret Fuller, the poem presents an American literary culture whosbarseare
corrupted by the vices of literary endeaaad spiritual hubris, an idea Lowell expresses
in the language of theological discourse. Whether examining the verse «oEméro
“builds glorious temples” without a “doorway to get in a god,” or the heart of Whittie
which is buried “underneath the bemummying wrappers” of Quakerism, Lowellysortra
the enthusiasm of literary vocation as a form of religious narrow-mindedness.

“A Fable for Critics” also argues that the short-sightedness of “men otleag i
results from a more profound blindness whose origin is theologyits®lfhile the

pursuit of fame and literary fortune has its winners—Emerson and Whittier are not

2 The Writings of James Russell Lowell in Prose aoetiy, 10 vols. (Boston: Houghton Mifflin, 1890),
9.1-95. This volume, as well as the others in #rées, do not include line numbers. Unless othegwi
noted, all other poems, and writings, by Lowed aited by volume and page number from the same
series.

13 The phrase “men of one idea” is from “Humor, VFtin, and Satire” itviterary Criticism of James
Russell Lowelkd. Herbert F. Smith (Lincoln, NE: University oébraska), 82.
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without their accomplishments—as well as its losers, the pursuit of theology and
theological knowledge is doomed from the start. The poem illustrates this pdirthevit
portraits of two religious figures, which represent two forms of theologiqaliny, each

from a different denominational culture. The first portrait is of Theodore Ralnleer
nineteenth century’s most vocal advocates of liberal Christianity, who is lokxsani the
poem as a radical, who “dissents” from Unitarianism’s “orthodox kind of dissent.”
Lowell depicts Parker as an incessant sermonizer, “talk[ing] in one bredtbtrothose
characters who belong to the world of religion, theology, or mysticism (“Coeflitze

Saint Paul, and Peter the Hermit) and those often ridiculous figures who live only in the
imagination (Jack Robinson, “Pillicock” “Toots”). Composed from the “torn up” roots of
the tree of knowledge, Parker’'s sermons are a pastiche of the known and unknown,
making clear “through wisdom profane with his creed.../...whatdesn’tbelieve in.”

What he does believe in, the poems contends, is himself: “Now P.’s creed than this may
be lighter or darker,/But in one thing, ‘t is clear, he has faith, namely—Parkiee” T
other portrait is of that of the Transcendentalist-turned-Catholic Orestes\&n whose
theology is equally insubstantial. “Providing first, then deftly confutindp eete/With

no doctrine pleased that's not somewhere denied,” Brownson offers his listenées not t
creed of self but the foolishness of reason. “He offers the true faith to drinleved s
writes Lowell, “When it reaches your lips there’s naught left to beliBu¢ a few silly-
(syllo-, I mean,) —gisms that squat ‘em/Like tadpoles, o’erjoyekl thid mud at the

bottom.” Although each portrait represents two different traditions, Lowellestgj¢hat

the liberal skepticism of Parker and the Catholic scholasticism of Brownsasheatical

methods of theological inquiry, each resulting in intellectual and spiritual eespti
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To proclaim in 1848 the insignificance of specialized kinds of theological
discourse was hardly novel. Yetin “A Fable for Critics,” Lowell sounds¢herds of
the period’s hesitation to “rally around speculative systems” more thorotigimyany
other antebellum poéf.Oliver Wendell Holmes wrote several works that attacked the
doctrines of Christian tradition, including “The Deacon’s Masterpiece, or The Wohde
‘One-Hoss Shay'” a poem which registers the collapse of Calvinism, “hownitteve
pieces all at once,/All at once and nothing first,/Just as bubbles do when theyburst.”
Whittier spent a lifetime confronting the excesses of religious emetaok aim at “iron
creed” of Calvinist dogma and the “ghastly symbols” of Roman Catholic worship and

ritual 1

Yet both men restored the blindness caused by theology and traditional creed by
proclaiming the reality of God’s benevolence in religious experience, asadalid in

this passage from “What We Think” (1857):

Though temples crowd the crumbled brink,

O’er truth’s eternal flow,

Their tablets bold withvhat we think

Their echoes dumb twhat we know

That one unquestioned text we read,

All doubt beyond, all fear above,

Nor crackling pile nor cursing creed

4 E. Brooks Holifield, Theology in America: Christian Thought from the Ag¢he Puritans to the Civil
War. (New Haven: Yale University Press, 2003), 2.

> The Poetical Works of Oliver Wendell Holmes in MetumesVol. 1. (Boston: Houghton, Mifflin, and
Company, 1892), 417-421; for a helpful discussibfTbe Deacon’s Masterpiece” as a “religious poem,”
see David R. WilliamsWilderness Lost: The Religious Origins of the AcariMind (Selinsgrove, PA:
Susquehanna University Press, 1987), 235-246.

16 See Chapter 3, esp. 15-26.
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Can burn or blot it: God is Lov!
“A Fable for Critics,” on the other hand, derides the various expressions of religious
thought and habits without endorsing an alternative religious commitment (or, ireglolm
case, a loosely-held grasp of ideas concerning the Divine’s inherent goodnedsing
so, it resembles more closely poems like Samuel Buttertibras(1666) than it does
early American satire that was written as a confirmation of, or a teeemn, beliefs
from the position of religious orthodox¥. Like Butler's poem, “A Fable for Critics”
attacks the very notions of theology and religious commitment, without asking readers
accept theia mediaof a more “enlightened” denomination or philosophy.

Other satirical or “humorous” poems by Lowell exhibit a similar account of a

things spiritual or metaphysical. The object of ridicule in “The Unhapyyof Mr.
Knott” (1851) is the cult of American spiritualism, but its catalogue of questskesidy
the conned public of the ghosts recalls the theological discourse of tffe lage gesture
akin to his depiction of the sermons of Parker, Lowell lists the public’s absurd mquire
mixing together the doctrinal questions of theologians with the domestic and often petty
concerns of ordinary life. “Is it true,” ask the duped visitors to Knott’'s ghost-gsese
house, “that the damned are fried or boiled?”:

Was the Earth’s axis greased or oiled?

Who cleaned the moon when it was soiled?

Was it a sin to be a belle?

" Holmes,Poetical Works400-1

18 See George L. Roth, “New England Satire on Religik¥90-1820" inThe New England QuarterB8
(1955), 246-254.

¥ For a good discussion ¢tudibrasand its “formula of exclusion,” see Blanford ParKEne Triumph of
Augustan Poetics: English Literary Criticism fromtkr to Johnson(Cambridge: Cambridge University
Press, 1998), 25-60.

2 The Writings, 96-123.
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Did dancing sentence folks to hell?

[...] Did primitive Christians ever train?

What was the family name of Cain?
Described as “problems dark,” these questions echo the theological controversies of
Lowell’s contemporaries over the existence of sin and hell and anticipasnthent
between evangelical Christians and the advocates of Darwinism; theyolksdun at the
scene from Book 5 of Milton’Raradise Lostn which Adam inquires into the nature of
the universe and the mysteries of God’s creation. Another so-called “humorons” poe
“Credidimus Joven Regnare” (1887) imagines the world “growing dark/A huge
interrogation mark,/The Devil’'s crook Episcopal.” Religion, “the old systemisich
had once solved life’s “conundrum,” now “cracks” under the pressure of a new age. Yet
neither can the soul, which the speaker calls “the bit of phosphorous/That fillsabe pla
of what that was for us,” find consolation in Nature who “muty@sand nd Lowell’s
satirical poems reflect the poet’s opinion, steadfast for almost fortg,\teat religion
and the answers it produced offered no insight and little protection against the de-
humanizing effects of scientific rationalism.

Though more muted than the satirical poems in their critique of religious thought

and habits, several of Lowell's poems that treat the blindness of theolaptedtthe
label of “religious” as a result of their inclusion in the period’s religious aoges.

Like Whittier, Lowell appealed to Unitarian and Episcopalian editors &likelis

L several religious collections of the period tmadliided the Lowell poems discussed in this sectien
George T. RiderLyra Americana; Or, Verses of Praise and Faithnfrédmerican PoetéNew York: D.
Appleton & Co., 1865); Philip Schaff and Arthurl@an ,A Library of Poetry for Sunday Reading : A
Collection of the Best Poems for all Ages and Tesgu/Nith Biographical and Literary Note@New

York: Dodd, Mead, 1889); and George Willis Cookbe Poets of Transcendentalism : An Anthology with
Introductory Essay and Biographical Note@Boston and New York: Houghton, Mifflin and C&903).
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anthologized poems shared Whittier's preoccupation with the abuses of religion and
religious hypocrisy. “Ambrose” (1848) fits comfortably alongside Whi#i€rhe
Vision of Echard” as an example of the period’s use of Catholic saints andsrasti
figures of a liberalizing tendency within nineteenth-century Christian théagthe
poem, Lowell re-imagines Saint Ambrose of Milan, not as a mentor to Augustine or
father of the church, but as one who “wrestl[es] with the blessed Word/...That he might
build a storm-proof creed.” That creed—to believe that “all shall die/theattdeath
who believe not"—is challenged when Ambrose encounters a stranger whothesists
saint’s “stamp of the one true” faith. “As each beholds in cloud and fire/The shape tha
answers to his own desire,” instructs the stranger, “So each...in the Lawrsihdhé
figure and fashion of his mind.” Rebuked for his belief in the “dividual essence in
Truth,” the stranger demonstrates the power of the soul’s “shaping” power by pouring
water into six vases and asks, “O thou who wouldst unity make through strife,/Canst thou
fit this sign to the Water of Life?” Unable to answer (and knowing the strangeiato be
angel), Ambrose experiences “a sense of humbled grace” and falls “on his kmeaih be
the tree.” Though of a divine nature, the stranger’s actions demonstratesEsers
advice to never argue theology or engage in theological dispute but “widen” theonomm
ground found in the “natural emotions of the soul”:
If you meet a sectary or a hostile partisan, never recognize the dividing
lines, but meet on what common ground remains—if only that the sun
shines and the rain rains for both—the area will widen very fast and ere

you know it, the boundary mountains on which the eye had a fastened

22 The Writings7: 207-9; two other notable examples of this tygeekenry Wadsworth Longfellow’s
“The Sermon of St. Francis” and Oliver Wendell Hebh“St. Anthony the Reformer.”
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have melted into air. If he set out to contend, almost St. Paul will lie,

almost St. John will hate. What low, poor, paltry, hypocritical people an

argument on religion will make of the pure and chosen $duls.
“Argue not concerning God,” wrote Walt Whitman in an uncharacteristically csede
version of Emerson’s advice. The Ambrose of Lowell's poem learns the sane &xl
experiences the power of sympathy.

In what was possibly his most popular “religious” poem, “Bibliolatres” (1849),

Lowell again confronts those who “wrestle with the Blessed Word”:

Bowing thyself in dust before a Book,

And thinking the great God is thine alone.

O rash iconoclast, thou wilt not brook

What gods the heathen carves in wood and stone,

As if the Shepherd who from the outer cold

Leads all his shivering lambs to one sure fold

Were careful for the fashion of his crotk.
The “rash iconoclast” in this passage assumes a variety of associatiare Jariant, he
is a member of historical Protestantism, whose literal interpretatidre @ible “scare[s]
the sheep out of the wholesome day.” In breaking with the doctrines of the Catholic
Church, he rejects the “crook” for the “dry and sapless rod,” and, believsaian
scriptura, builds himself an “idol-volume” which “coops the living God.” Lowell's
target—religious literalism—is clear, but his support of Catholic traditionogigional.

Since man’s lack of imagination is a sure sign of his religious impoverishmenthelf

% Essays and Lecturéblew York: Library of America), 366.
% The Writings 7:271-3.
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hast wanderings in the wilderness/And find’st not Sinai,‘t is thy soul is poorr—the
religious extravagance is, at times, a necessary novelty: it keep$iveritey lambs”

out of the cold. The “iconoclast... bends/Intent on manna still and mortal ends,”
misunderstands genuine human nature, and is unaware of the natural world, all errors
which have their origin in the study of theology. For Lowell, as well as for other
“genteel” poets of the time, these errors resulted in the figure of the relfguallys but

could also be, as it is in “The Street,” an undated poem anthologized in George Willis
Cooke’sThe Poets of Transcendentalisia dim ghost...hover[ing] to and fro,/Hugging
their bodies round them like think shrouds/Wherein their souls were buried lon§’ago.”
In Lowell’s religious imagination, the bully, who was also a “ghost,” represl,

principally, the absolutist Calvinist, certain of his orthodox beliefs in totabatggrand
predestination and (in Melville’s words) “so fierce he hurled zeal’s javelirehfatich]
drove beyond the mark—pierced Rome,/And plunged beyond, thro’ enemy/To fffend.”
The ghost could also stand in for the “pale negations” of Unitarianism whose nsembe
were, as Theodore Parker described it, “sick of theology” but “too dead to bury thei
dead.?” “Dead,” Lowell once said of the Unitarian church of which he was nominally a
member, “Hold Truth’s mirror to her lips and no breath is perceptiBl€bllectively,

the figure of the iconoclast embodies both the terrors of the Catholic and Puritaaspast (
he does in the portrait of Parker and “Ambrose”) and the vacant present of the period’s

Unitarianism. Despite their indirect appraisal of Unitarian shortcasnimgwever,

% The Poets of Transcendentalist8,

%% Clarel , 2.1.80-3.

2" “The Transient and Permanent in ChristianityTime American Transcendentalists, Their Prose and
Poetryed. Perry Miller (Garden City, NY: Doubleday, 195734.

% Quoted in Martin DubermanZames Russell LowgBoston: Houghton Mifflin Company, 1966), 30.
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works such as “Ambrose” and “Bibliolatres” exemplify the lesson that (ifiavil

James’ words) “doctrinarism in general [was] the philosophic $in.”

“A Skeptic with a Superstitious Imagination”

By replacing dogma with sympathy, Lowell's poems, satirical anddirparallel the
ethosof New England liberalism; many of them took their place with other “celgji

poems written by Emerson, Whittier, Holmes, and Longfellow, which were chosen for
inclusion in the period’s liberal religious anthologies. However, of this groupelLas
poet is possibly the nineteenth century’s most atypical exemplar of litdvarglism.

For example, Emerson, whose war with Unitarianism kept his poems out of the
denomination’s literature until Cookelhe Poets of Transcendentaligml903,

composed poems more compatible with the Romantic element found in other Unitarian
writers; in addition, despite his strong Trinitarianism and lack of patiem@afty liberal
Christianity’s reverence for the role of human reason, Whittier wrote pdeis t
championed “catholicity” and consolation for the Christian believer, two aspects
important to the writers and editors of Unitarian denominational cuftutewell did not
fully embrace either of these strains of nineteenth-century religious RamantiHis
suspicion of the claim that man can experience in the objects of the natural vinniliege
religious transcendence is one such example of his disapproval of the era’s “new objec

of worship.”

2 Quoted in Gerald E. MyersWilliam JamegNew Haven: Yale University Press, 2001), 610.
%0 For an examination of Whittier's “liberal” poetrgee Chpt, 3 while an explanation of these elemiants
Unitarian religious poems and anthologies can madan Chpt.1, 14-23.
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In his review of Bulwer-Lytton’s “The New Timon” fafhe North American
Review Lowell expresses this disapproval, appraising not only the current poetry of
Nature but also that of self-reliance:
Mystery too has become a great staple with our poets. Everything must be
accounted for by something more unaccountable... “The mystery of our
being” has become a favorite object of contemplation. Egotism has been
erected into a system of theology....Instead of poems, we have lectures on
the morbid anatomy of self. Nature herself must subscribe their platform
of doctrine...If they turn their eyes outward for a moment, they behold in
the landscape only a smaller image of themséfves.

The mode of analogy as it was practiced by his Romantic contemporaries indeaigth

America, reasons Lowell, was simply another means of outlining “the morkichayaf

self.” Such a recognition contrasts with the rhetoric of the Romantic pratsad

temper, articulated by both orthodox and liberal writers. Certainly, it chaethg work

of Transcendentalist poets who abided by Emerson’s dictum that “whoever discredits

analogy...has not poetic powe¥."But it also was set apart from the widespread

emphasis on “religious feeling” and inwardness that dominated the discourse withi

American denominational culture. Lowell’s critique of Romantic analogiceatry that

used the materials of the natural world to speak of supernatural realgy sna

evaluation of “self-reliance” which constituted (in the words of Cooke, antholodisé of

Transcendentalist poets) “the actual faith of the Transcendentalist®*pjtkiie mystery

of our being™ was a phrase commonly used by a host of American Christiarsvoite

31 The North American Revie@ipril, 1867): 107-115.
32 English Traitsin Essays and Lecture896-7.
% The Transcendentalist Pogs



143

identity the centrality of “feeling” and “emotion” in religious expee3* Casting it
into doubt also questioned a shared term of the debate and signals Lowell’s divergence
from a “spiritually inclined progressivesihdthe more moderate Unitarians and non-
denominational writers of his peridd.
By equating the new “theology” with Romantic “egotism,” Lowell reseskdss

the speaker of “The Problem” who comprehends in “the heart of Nature” the ieyster
God and man and more the voice of the Calvinist preacher in Richard Henry Dana’s
“Thoughts on the Soul”:

Yes man reduplicates himself. You see

In yonder lake, reflected rock and tree.

Each leaf at rest, or quivering in the air...

Soul! fearful is thy power, which thus transforms

All things into its likenes&®
The Calvinist voice and Lowell share in common a suspicion of analogical thinking and

direct their doubts towards the emerging Transcendentalism of their periodarar D

3 See, for example, the use of the phrase in a bipatherine Maria Sedgwick, “My Friend’s
Manuscript” inThe Knickerbocker or New York Monthly Magazif@. 8, No.1, July 1836, 59; aermon
by Unitarian Rev. Horatio Stebbins, “God’s DesigrSickness” irfThe Monthly Religious Magazinél.

13 No. 1, Jan. 1855, 329; and an article by radiohh Weiss entitled “Man, the Temple"Tihe Radical:
A Monthly Magazin&/ol. 3, Sept.1867, 145; the phrase was also giveadded meaning by Robert Hart,
the British Geologist whose wofkhe Poetry of Science, or Studies of the PhysibehBmendLondon:
H.G. Bohn, 1848) Lowell appears to have read. isnirftiroduction, Hart attempts to square current
scientific findings with the practice of poetry (arby extension, religion). He writes, “The imaafine
view of man and his world—the creations of the Rotitamind—have been and ever will be, dwelt on
with a soul-absorbing passioithe mystery of our beingleads us by a natural process to a love for the
Ideal. The discovery of [scientific] truths...showxgcite a higher feeling than a mere creation ofaney.
The phenomena of Reality are more startling tharpttantoms of the Ideal. Truth is stranger thetiofn”
(xv). Readers familiar with Lowell hear a simitmbivalent attitude in the poet’s work towards th
relationship between the discoveries of scientifaterialism and the primacy of the literary imagjom

% Leigh Eric SchmidtRestless Souls: The Making of American Spirituafitpm Emerson to OprafSan
Francisco: Harper Collins, 2005), 12.

% Richard Henry DanaPoems and Prose Writings in Two Volumésl. 1 (New York: Baker and
Scribner, 1850), 87, 89.
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the distrust is animated by his Calvinist epistemology which traditionasepted

man’s imagination as a “perpetual factory of idols.” For Lowell, howekierdistrust

did not involve denominational or theological concerns but originates in a more total
skepticism concerning a kind of religious “enthusiasm” which in “A Fable foic€tis
checked but not corrected. In the minds of both poets, the problem consisted in the fact
that man’s imagination cannot help but reduplicate his religious temperament on the
world of natural objects. As we have seen, Dana’s verse “solved” this problierisvit

own version of a Romantgsychomachig‘battle of the soul”) which combined the
traditional narrative of the Christian pilgrimage with elements of tlee/“phasis”

introduced by British poets William Wordsworth and Samuel Taylor Colefidge.

Lowell, on the other hand, appears to have felt no need for a solution, and, until he began
to composé& he Cathedraln 1869, was content to adopt his satirical imagination to his
other verse attempts, “religious” or otherwise. His unwavering satapgabach to a

variety of poetic modes forms an uneasy alliance between his works of™*{ahicg

Vision of Sir Launfal” or “Godminster Chimes”) whose subjects—Lowdledathem

“plot[s] if | may give that name to anything so slight"—were taken from metieva
literature and his visions of “humor” which proceeded from what he called “the jolt” of
the “true.”® It is revealing that Lowell, at the end of his life, called himself a “s&ept

with a superstitious imagination®”

37 See Chapter 2.

38 “Humor, Wit, Fun, and Satire” (1855), he Literary Criticism of James Russell Lowélihcoln, NE:
University of Nebraska Press, 1969), 87.

*Lowell to Grace Norton, Christmas Day, 1885 in_gtters of James Russell Lowebl. 2 ed. Charles
Eliot Norton (Boston: Houghton, Mifflin, and Compari904), 339. Lowell’s religious and
denominational affiliations have been of subject@ine study—see for example , the most recent
discussion in Edward Wagenknechames Russell Lowell: Portrait of a Many-Sided Milew York:
Oxford University Press, 1971), 192-218—but, unlitkat of Whittier or Emerson, the biography or
personal writings of Lowell do not offer much irettvay of a key for the poet’s religious ideas. aois
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But the same skepticism that animates these latter visions often producesd poem
devoid of the consolation typically associated with the period’s poems on death. We
would be hard pressed to find in the work of either Emerson or Whittier a vision as
spiritually despondent as that of “After the Burial” (1868):

Yes, faith is a goodly anchor;

When skies are sweet as a psalm,

[...]But, after the shipwreck, tell me

What help in its iron thews,

[...]In the breaking gulfs of sorrow,

When the helpless feet stretch out

And find in the deeps of darkness

No footing so solid as doubt,

[...]To the spirit its splendid conjectures,

To the flesh its sweet despairé’..
Emily Dickinson called “After the Burial” a “Slipper Hymn” of “’Sve¢ Despair” and
responded to these lines with “One thing of it we borrow.” That poem advancesaa simi
fideism as Lowell's poem and expresses ambivalence over the often-ovamdel

influence of religious feeling! With an exception of Dickinson’s own work (including

the end of his life he had this to say of his fielig affiliations: “You ask me if | am an Episcdipa. No,
though | prefer the service of the Church of Endlaand attend it from time to time. But | am naiah a
church-goer, because | so seldom find any preachaigdoes not make me impatient and do me more
harm than good. | confess to a strong lurch tow&@alvinism (in some of its doctrines) that stréiegis as
| grow older.” (Lowell to Mrs. S. B. Herrick, Augu$, 1875 inLetters,364-5).

“The Writings 9: 214-6.

“1 Dickinson wrote “One thing of it we borrow” (poefi464) in 1879 after reading Lowel’s poenSinort
Studies in American Authqrgiven to her by the book’s editor, T.W. Higginsddee her letter to
Higginson inThe Letters of Emily Dickinsoviol. 2. (Cambridge: The Belknap Press of Harvard
University Press, 1960), 649-50.
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“Faith’ is a fine invention”) and portions of Melville'€larel, seldom do we encounter
in the poems of nineteenth-century Americans such unmitigated skepficism.
T.S. Eliot, in describing the “quality of faith” in TennysotrsMemoriam

identified a similar version of skepticism as particular to a kind of nineteemitioHy

“religious” poetry:
In Memoriamcan justly be called a religious poem, but for another reason
which made it seem religious to his contemporaries. It is not religious
because of the quality of its faith but because of the quality of its doubt.
Its faith is a poor thing, but its doubt is a very intense experience. [itis] a
poem of despair but of despair of a religious Kihd.

To borrow Eliot’s words, it is the “quality of doubt” that makes works like “After t

Burial” “a religious kind” of poetry. Yet the doubt rarely lapses into despmithe

speakers of Lowell's poems do not experience doubts as so much as expose them in

others. “After the Burial” ends by addressing the so-called “wisdom” igioak

consolation: “That little shoe.../With its emptiness confutes you,/And argues you

wisdom down.” These lines make use of the objects of nineteenth-century consolation

literature (the dead child’s “shoe”) while simultaneously attackinghteelogy

(“wisdom”) which offered support to that very same literafiiréAfter the Burial” offers

the clearest example of the way in which skepticism, present even in his mosapers

poems, targets the religious sentimentalist. That figure of the sentiistastdescribed

elsewhere by Lowell as “the spiritual hypochondriac with whom fancies leetamts,

2 Harold Bloom included “After the Burial” as Low&llsole contribution to American religious poetny i
American Religious Poenflew York: Library of America, 2006).

“3“In Memoriam”in Selected Essay#lew York: Harcourt, Brace & World, Inc., 196092

4 For a further discussion on the literature of otaison, see Ann DouglasEhe Feminization of
American CulturgNew York: Farrar, Straus, and Giroux, 1998), 2Q@-2
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while facts are a discomfort because they will not be evaporated into fanEpr’
Lowell, unveiling the hypocrite revealed the meaning behind experience iss#lf, a
“Nature intended [him] for paradies on some of her graver productf®rigcr the
speaker of Lowell's “After the Burial,” exposing spiritual sicknesas significant as the
insight that emerges from private revelation.

Having rejected the ways in which poets had traditionally sought and expressed
revelation—including those of spiritual consolation, analogical imaginatiostical/
self-reliance, scriptural tradition, and theology—Lowell committed hifhteed program
of literary skepticism, a commitment which draws strength from his view qfabieas
well as his participation in the transformations of his present. His iconoclasas lita
historical origins not the religious radicalism of the Protestant Refamé@s Whittier's
had) but, as James had called it, the “robust gamecock spirit” of the Enlightenment;
instead of thdier stehe iclof Luther (“Here | stand”), Lowell’'s poems echo fean’en
fiche (“Who gives a damn?”) of Voltair€. For what other American poet (besides
perhaps Edgar Allan Poe) could say of Edward Youxgjat Thoughtdhat it “had given
[him] as many heart laughs as any humorous book [he] ever féadet Lowell’s
skepticism, especially as it is expressede Cathedraldoes more than mock the
religious past. The term “religious” that he applied to the poem (“a kind oiogig
poem”) exceeded the suggestion of the “dead” past and is an important articulation of
what Charles Taylor identified as “the outlook of Enlightenment naturalism” a

nineteenth-century movement which sought to transform Romanticism by “dgirg/lin

5 “Sentimentalism” (1867) iThe Literary Criticism 58.

“5“Humor, Wit, Fun, and Satire,” 82.

*”William JamesThe Varieties of Religious Experienc@/intage Books/Library of America: New York,
2000), 40.

8 “Humor, Wit, Fun, and Satire,” 82.



148

notions of a spiritual reality beyond or behind things....and all notions...of nattire.”
Instead of despairing in the loss of the spiritual world, worksTike Cathedrahttempt

to find meaning in the rigors of doubt itself; for in them “the joy” of dashing illusions,
writes Taylor, “has something to do with" confronting the truth. Near that poem’s
conclusion, Lowell’'s speaker wonders if “the deeper faith that is to come®¥ilGod

[...] in the strenuous doubt” rather than the so-called certainty of creed, fe®ling

Nature>® Here, doubt transforming into faith is not an example of the poet’s frequent
wordplay. It is Lowell’s reversal of the moment of religious transfigomaa “second
naivete” of the skeptic modern man, who, having annihilated all possibility of hope, now

returns to damn the results of his labor.

The Cathedral: Nature’s “Sweet Frauds”

As the first reviews of the poem attéBhe Cathedralacks a cohesive structure.
Even its narrative—a walk through the town of Chartres and a visit to its famous Gothi
cathedral—is interrupted at several points by the speaker’s observationsahatppfear
unmoored from the objects which occasion them. Undoubtedly, Lowell meant his poem
to evoke the Romantic meditations of British Romanticism. Yet unlike the best poems of
Wordsworth or Coleridgelhe Cathedrafails to present a easy exchange of ideas
between its passages of description and those of meditation. This failure is, oficourse
harmony with the poem'’s larger critique of Romantic idealism and underscoresitime not
that man, who is adrift in the world, cannot, without great effort, experience epiphany.

But the poem’s disjointed mode of presentation and labored syntax weaken, not

9 Sources of the Sel{Cambridge: Harvard University Press, 1989),.431
0 The Cathedralin The Writings 10: 37-63.
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strengthen, its overall treatment of imagination and religious beliefer@gomns of
readers able to get beyond the two “contending” natures in the poem—what on@review
called the collusion between the “witty, scoffing, light-minded” and the lizieg,
sentimental, and grave” voices—have been faced with the task of understanding what
ideas remained standing after such a conteBtespite these problems, however, the
poem’s 20 stanzas of blank verse on the topics of faith, sympathy, and imagination unfold
with purpose. The musings of Lowell’s enlightened poet-traveler are a series of
concentrated examinations of (and addresses to) a hidden God that aim, often by means
of an acerbic wit, at stripping away life’s illusions. As such, the poem ises sdr
concentrated outbursts of occasional power.

The Cathedrais organized as follows: stanzas 1-7 form an extended meditation
on Nature and the imagination; 8-9 reveal the speaker’s reason for his travel and his
arrival at Chartres; 10-17 depict his impressions of the interior of the Calthedich
include those observations of worshippers and other visitors; and stanzas 18-20 return to
the outside of the building, as the speaker meditates on the portals and porch of the North
transept where the statues of the apostles and saints stand. These movem#éms from
exterior to the interior of the Cathedral and back again, as well as thespeak
meditations on the objects which he encounters are suggestive of the poetryamigeligi
pilgrimage or devotion. But the atmospherdbé Cathedrals quite different from that
of The Canterbury Talesr George Herbert$he Temple The speaker ofhe Cathedral
entertains the metaphor of the pilgrimage, but his journey is of that of a wan8eree

his chronic doubt derails all attempts at contemplation (“For, where the mindygess,

*1 Franklin Benjamin Sanborn, review Bhe Cathedraby James Russell Lowell Bpringfield Republican
(Sept. 18, 1876), 4-5.
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old furniture”), his meditations on the images of worship are ineffective agsvor
organizing schemes. Neither modeled after the travels of medieval pilgrirtieenor
stages of mystical vision, the speakeb& Cathedralis Lowell's representative
modern poet, described in “Humor, Wit, Fun, and Satire” as one who observes the world
as though he were walking “through a museum of natural curiosifieget, despite his
sometimes-facetious superiority, the poet’s observations are in earnest, lwyrireal
concerns and marked by what Jenny Franchot described as “an ambiguous indebtednes
to the faith it eschewed...a mimesis of the rigors of prayer but...not that adteity”>>

The poem opens by questioning Nature’s role in the formation of moral
development. “Memory cheats us” argues the speaker, and Nature, who, “letsakie mis
our longing for her love/...mocks [us] with various echoes of ourselves.” As a departure
point, it directly challenges one of Romanticism’s greatest convictions—that our
experience and recollection of the natural world beneficially influences onal tife. In
part, the challenge is whimsical, gently mocking the idiom (“Ere yet tite lths
loudenedo the boy”) made popular by Wordsworth whé&selude especially popular
during the second half of the Nineteenth Century among American romantics and
transcendentalists, recounted Nature’s benevolent lessons in childhood. But thésspeaker
challenge to Nature and its relationship to time, beauty, and companionship signals a
refutation to the underpinnings of Romantic thought and the poetry which it produced:

What we call Nature, all outside ourselves,
Is but our own conceit of what we see,

Our own reaction upon what we feel,

2 “Humor, Wit, Fun, and Satire,” 82-3.
%3 Jenny FranchoRoads to Rome: The Antebellum Protestant EncowiterCatholicism(Berkeley:
University of California Press, 1994), 366.



151

The world’s a woman to our shifting mood,

Feeling with us, or making due pretence;

And therefore we the more persuade ourselves

To make all things our thought’s confederates

Conniving with us in whateve’er we dream.
It is difficult to imagine a more damning start to a pilgrimage. Natutiegtiside
ourselves,” writes Lowell, is a “conceit,” a “pretence.” Human nature, inajuolir
ability to understand, reason, feels, and imagine (“*dream”), cannot be trustedhefoget
they “connive” to deceive mankind.

The epistemological skepticism of these early passages is more katvlistihan

it is in Lowell’s overtly satirical poems. Stripped of the minutiae that doesnabrks
such as “The Unhappy Lot of Mr. Knott” and “A Fable for Critics,” the speadati
prosaic lyrics ofThe Cathedrateveals its commitment to the same strain of fideism
present in the earlier lyrics of Dana and American Calvinist poet Carlosx\(and, six
years later, in the musings of several pilgrims in Melvili&farel). The speaker’s attack
on man’s knowledge of the natural world is articulated in terms that unmistakgdat,
as Calvin did in his refutation of medieval scholasticism, analogical thinking. “8n wh
our Fancy seeks analogies,” warns the speaker, “Though she have hidden what she aft
finds,/She loves to cheat herself with feigned surprise.” Identifyingethasa
“chamber...painted with images” filled with “visions [of] copies pale,” updateghter
age of Wordsworth and Emerson, the Calvinist’s belief in the mind as “the perpetual
forge of idols.” Yet, in a pattern that will be repeated several times over lteéore

poem’s conclusion, the speaker adopts, in the same passage, a more conciliatory tone
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These first sweet frauds upon our consciousness,

That blend the sensual with its imagined world,

[...] Can overtake the rapture of the sense,

To thrust between ourselves and what we feel,

Have something in them secretly divine.

[...]Our own breath dims the mirror of the sense,

Looking too long and closely: at a flash

We snatch the essential grace of meaning out.
Recalling the “sweet despair” of “After the Burial” (written oneearlier), Lowell’s
speaker considers religious epiphany possible if only we do not look “too long or too
closely.” “We murder to dissect,” declared the speaker of Wordworth'’s “Tihle'$a
Turned,” the “sweet...lore which Nature brings.” The “sweetness” of spiritua
desolation, as well as despair, has something to do with the evidence provided by
religious feelings. That notion is ubiquitous in the Romantic poetry that Leateizes
persistently but also had its roots in the Protestant literature of religfeasams.
Jonathan Edwards called the moment of epiphany in the natural world a “sweet
conjunction” and the inscrutable presence of God in his creation as “an awful
sweetness™ The power of such a moment, Edwards’ experience suggests, is intensified
by the way in which it transformed the religious affections of the fideist wivesvie
Nature as fallen. Apart from nineteenth-century Calvinists whose inBusmdterature
by 1869 was almost negligible, few writers were exploring these “sweetraigns” in

the language of theological discourse. The speakBEn®fCathedrataptures an earlier

**The Works of President Edwardsl. 1 (New York: Leavitt, Trow, and Co., 1844)).2
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moment of religious expression in which the interpenetration of nature, religelunge
and iconoclasm could produce an unexpected, though brief, insight.

These first seven stanzasldfe Cathedraéxpress in discursive terms what
Lowell identified later in the poem as the “scant isthmus” of modern faith, geima
which captures the limited mobility of the thinking man who could no longer believe in
Christian tradition but desired to retain some of its beauty and wistimerCathedrais
Lowell’s contribution to the growing body of Victorian “poems of despair” (to us#'&
words). Apart fromin Memoriam the two most memorable poems of the period were
written by Matthew Arnold. “Dover Beach” (1867) depicts religious faith asa that
was “once...full and round earth’s shore/Lay like the folds of a bright girdle fuslitl”
now “withdraw[s]” and “retreat[s]...down the vast edges drear/And naked shingles of the
world.”® The other poem, “Stanzas from the Grande Chartreuse” (1855), narrates a
pilgrimage to a French hermitage where the poem’s speaker can mourn hidéass of
alongside the worship and contemplation of Carthusian monks: “Wandering between
two worlds, one dead/The other powerless to be born/...I come to shed [tears] at their
side.” Arnolds’ speaker knows his faith is dead—"a past mode, an outworn theme”—but
wills to forget by joining the monks in their silent prayer: “Oh hide me in yaorg|
profound,/Ye solemn seats of holy pain!/Take me, cowl'd forms, and fence me
round,/Till | possess my soul agaitf.”

The Cathedralshare similar images with these poems of the vacuum left by faith
(“the vague, unsympathizing sea”) and adds many of its own: for example, therspea

description of winter—“those stark wastes that whiten endlessly/Irilgisatitude about

*5The Poems of Matthew Arnoled. Miraim Allott and Robert H. Super (Oxford: 10sd University Press,
1986), 135-6.
**The Poems of Matthew Arnol#59-165.
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the pole”—echoes Whittier's “Snowbound” and other American winter p3érigis
solitude, argues Lowell’s speaker, is proof of our estrangement from Ndtfinel my

own complexion everywhere”) and represents for the spealdreo€athedralas well

as that of Arnold’s “Stanzas” the unsolved dilemma of the “counter-epipharitaf art
Victorian skepticism: if Nature is more than appearance but exists pyiteeshow us

our own personality, what do we make of religious feelings of transcend&nc&?The

Will to Believe(1897), James describes such a dilemma as “a religious demand to which
there comes no normal religious rep?y.*Tied to their senses [and] pent in to the hard
facts” of materialism, these skeptics can relieve their spirituastclzphobia by the

study of either natural theology or “the poetry of nature.” If relief cannot be found i
either of these expressions of human wisdom, their discord can be brought into agreeme
by taking one of two “levels of escape”: either by accepting the “bats by

themselves” or discovering “supplementary facts” so that the “religiodgnganay
continue.

Continuing the “religious reading” is an fitting metaphor for the conflidtlod
Cathedral’'spoet-traveler since he, like James’ figure, finds no relief in theology or the
natural world, nor can he accept the claims of scientific materialism. daapithin “the
pent chamber of habitual self,” the speaker can only move forward by steppingrizhck, a
in the second half of the poem, commits to “forget,” an act which Paul Ricoeur called

“second naiveté”:

>" For a brief discussion on the ways in which Ammivinter poems reflect commentary of a religious
kind, see chapter 3, 31-3.

*8 The phrase “counter-epiphantic art” is Taylorources431.

9 The Will to Believe, and Other Essays in Populaitd@ephy(Cambridge: Harvard University Press,
1979), 40-1.



155

In every way, something [in modern life] has been lost, irremediably lost:
immediacy of faith. But if we can no longer live the great symbolism of
the sacred in accordance with the original belief in them, we can, as
modern men, aim at a second naiveté in and through criticism....We can
believe [again] only by interpretirfy.
The “problem” ofThe Cathedrato be solved, then, evident both in the history of its
composition as well as the expression of its ideas, is not the restoration of thesauthor’
“original belief” but of his imagination. Having lost the “immediacy ofHalLowell’s
poet-traveler seeks to “believe again” for the sake of his poetry, not ealvdtifaith in
the symbols, not doctrines, of Christian tradition is restored, then the “reading” ca
continue. Such a restoration, however, involves for Lowell transforming the itskapt
[that has] taken up the room left by the defect of the imagination” back into fbetry.
Even though (as we shall see) this transformation is largely unsuccessful,rthe poe
reveals that the transvaluaation of religion and poetry, an ideal for mayvetlis

contemporaries, had a darker side.

The Ecclesiastical Imagination

Before Lowell’s poet-traveler expels his skepticism and loneliness, helemestt

(briefly) from the religious materials of “the usual reign.” Puttingasis attack on

Puritan roots and the “new objects of worship,” he offers his imagination a new:“feast
One feast for her | secretly designed

In that Old World so strangely beautiful

® The Symbolism of EjBoston: Beacon Press, 1969), 351-2.
b1 “Witchcraft” from The Writings 3:313.
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To us the disinherited of eld

A day at Chartres [...]

With outward sense furloughed and head bowed

| followed some fine instinct in my feet,

Till, to unbend me from the loom of thought,

Looking up suddenly | found my eyes

Confronted with the minster’s vast repose.
The sight of the cathedral fills the speaker with the “shock of novelty,” a phiesdle
uses inClarel to describe the Protestant encounter with the Catholi¢pastportant too
is the way in which the speaker “followed some fine instinct,” only to be “sudjrse
the building and “unbend[ed] from the loom of thought.” Here, the speaker sets himself
in “the conscious bounds of seeming unconstraint” and, like Nature, “cheats” himself into
surprise. His confrontation with the “minster’s vast repose” recalls th€atitnlic
literature of antebellum American; it also mirrors Lowell’'s own comtmeegarding a
trip to Saint Peter’s Basilica in 1855: “In approaching...one must take his Pnbtesta
shoes off his feet [or] the great Basilica with those outstretching colonobBesmante,
will seem to be a bloated spider lying in wait for him, the poor Reformed*luit the
speaker oThe Cathedrals no victim. He has willed himself into a new circuit where (in
Melville’s words again) “the unexpected intervenes,” and no one can “&f€ca
novel influence of scenes/Remote from the habitual Past.” He describeshidrakbas
“graceful, grotesque, with every new surprise/Of hazardous caprices suzage/pleavy

as nightmare.../Imagination’s very self in stone!” This sublime confrontatitimtixe

%2 Clarel, 1.5.55
% The Writings 1:193-4.
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past’'s “monumental pomp” momentarily releases the speaker from himdélvah one
long sigh of infinite release/From pedantries past, present, or to comeidreeaces
peace.

Just as Nathaniel Hawthorne “availed himself of [the] mystical blaskioés
Calvinist doctrine, so too Lowell takes upTihe Cathedralthe ecclesiastical element
found in the period’s Anglo-Catholic literatute. As we saw in our first chapter, the
ecclesiastical element was important to Anglo-Catholic thinkers and pepesially
during the second half of the nineteenth century. Examples include poets Arthur
Cleveland Coxe, whogehristian Ballads(1847) included poems filled with what one
Episcopalian editor called “the Liturgical...feel” of his denominationalutalt In the
lyrics of “Rustic Churches,” “Trinity, Old Church,” “Matin Bells,” and “Silvan’s
Bells,” Coxe meditates on the Gothic architecture of Anglican and Episappddurches
while exploring the doctrines of orthodox Protestant tradition. “This happy
combination,” wrote Cox, balances the “paeantry” of Catholicism and the “tawdry
pretensions [of] the rustic church; and produces everywhere a uniform propriety of
beauty which captivates the imagination without repelling the red3ofriother writer,
the well-known Harriet Beecher Stowe, wrote several “ecclesidgtcams after her
conversion to Episcopalism in the 1860’s. Her evocation of St. Peter’s in “A Day in the
Pamfili Doria” (1867) compliments the poem’s natural description and offggist its
expression of religious feeling. This element is further developed in “St:Retamrch”

(1867) in which Stowe depicts the seat of Catholicism as “hung like the firmantient w

% Herman Melville, “Hawthorne and His Mosses” in Hemn Melville and Harrison Hayford®ierre;
Israel Potter; The Piazza Tales; The Confidence-Mamcollected Prose; and Billy Budd, SailfMew
York: The Library of America, 1984), 1159.

% Christian Ballads. (Philadelphia: L. Johnson and.C1847), vii-ix.
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circling sweep/Above the constellated golden lamps/That burn forever round the holy
tomb.” Unlike the subordination of St. Peter's dome in Emerson’s “The Problem,”
Stowe’s poem raises the building to the same “sublime” level as nature without
authorizing its “popish” inhabitants and their cre&d€ven though Lowell had little
interest for the Thirty-nine Articles or the rituals of Anglo-Cathelmrship, his use of
Chartres Cathedral recalls that denomination’s argument that such religious
monumentalism offers stability for “un-bounded curiosity...and morbid eagerfess.”
Perhaps the ecclesiastical elementhe Cathedramirrors most closely those
sonnets that preceded the translation otivena Commedidy longtime friend Henry
Wadsworth Longfellow. In these six sonnets, Longfellow treats the &@nsiating
Dante as a religious act and imagines his work as worship: “ | enter tveredy to
day,/And leave my burden at the minster gate.” His work brings him into contact with
the “strange” architecture of the Catholic minster; in addition, he watoheshippers as
they participate in the life of the church. “From the confessionals,” he whlitesar
arise/Rehearsals of forgotten tragedies.” Each successive somusétatds the nature of
Dante’s narrative through hell, purgatory, and paradidernds gloom is transformed
into the “elevation of the Host!” in thearadisa Longfellow’s trip through the
cathedral is a literary journey, not a religious one and his use of the Catholiorauofi
worship and ritual expresses the triumph of literary nationalism. As it was for
Longfellow’s poem, the value of the ecclesiastical images for Lovad|that it was

already part of the past; images such as Longfellow’s unidentified mof&tesd escape

% Religious Poem@Boston: Ticknor and Field, 1867), 91-105.

®7In “Beautification through Beautification: PoeiryThe Christian Lady’s Magazind834-1849”
(Victorian PoetryVol. 42, No. 3 Fall 2004, 261-282), Elizabeth Fagargues that Tractarian poetics
achieved a “far wider public currency and longdeefthan Tractarian theology.”



159

and perhaps a moment of peace for those who no longer felt the fires of denominational
controversy. But as Jenny Franchot has argued these images of the Cathopezdst

as meditation on loss, as well as a conduit for escape, “by which, ironically, we have
come to know ourselves; we aret belief.”® The Cathedraemploys the ecclesiastical
element both as a mirror as well as a veil.

After a brief moment of peace, the speaker enters the cathedral (with
“worshippers who never came”) and offers his impressions of the furniture of worship,
those objects that “give the soul a moment’s truce of God.” However, instead of gnactin
in him a truce, they awaken the denominationalism of his past and he recalls hir“ster
fathers” who held Catholicism and its “ancient rite...idolatrous.” In a longagasshe
speaker, “tranced in thought,” contemplates the cathedral’s interhékatare; the
peace he experienced at the sight of the cathedral departs, illustnatsupjectivity of
Whitman’s adage, “All architecture is what you do to it when you look updn ithe
vaults appear “solemn”; so too is the “solemn...lift of high-embowered roof.” héstt
details of the interior—including sections on the ambulatory, nave, choir, aisle, and
crypt—all contribute to the “undefined regret” of the speaker, “the irrepaiadse |
“Was all this grandeur but anachronism,” he asks, “A shell divorced of its imfgrm
life?” The question recalls the conceit of natural progress raised in “TheProds
well as Holmes’ “The Chambered Nautilus” in which the poet directs the solubavé
[its] low - vaulted past! /Let each new temple, nobler than the last, /Shutdhee

heaven with a dome vaster.” As with those poems, it is difficult to imaginehthat t

88 “Unseemingly Commemoration: Religion, Fragmenis] the Icon.” American Literary History,
9(Autumn 1997): 205.

%9 Leaves of Grasd.855 inComplete Poetry and Collected Pr@idew York: Library of America, 1982),
94.
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author thought his readers had not learned yet the Romantic lessons of progress and
organic growth. Lowell’s treatment of these lessons seems espeaallyatiuous,
particularly after the poem’s opening attack on Romantic attitudes towatgi®. So too
does his characterization of worship and ritual: “Where other worship | but look and
long/For though not recreant to my fathers’ faith,/Its forms to me arervesariand
most/That drony vacuum of compulsory prayer.” But as he aims his attacks wbjet s
of institutionalized religion (“Is Religion just a spectre now/Haunting ttiéusle of
darkened minds”), he also questions the skepticism that lies at the heart of all such
guestions: “Is there no corner safe from peeping Doubt?”

The fear that the answer to this question might be “no” haume<athedral It
drives the speaker into each “corner” of the building and urges him to contemplate new
“religious readings.” Having considered (and dismissed) a range of eleim@otsant to
religious experience, he “turns” to the role of sympathy. In one corner,duvelis a
“beldame on her knees/With eyes astray” praying the rosary before adfttitae
Madonna. Unable to restrain his own view of the woman’s “superstitious” devotion, the
speaker rebukes himself and tries again:

[She] before some shrine of saintly womanhood
Bribed intercessor with the far-off Judge:

Such was my first thought, my kindlier soon rebuked,
[...] Was it will, or some vibration faint

Of sacred Nature, deeper than the will?

My heart occultly felt itself in hers,

Thorough mutual intercession gently leagued.
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Here, the power of sympathy, a defining element in the discourse abusligxperience
for spiritually inclined progressives, is diminished to an “mutual interce’ssocculty
felt.” For the speaker who contemplates the woman of “household faith,” the bonds of
sympathy are made mysterious by his speculation over their origins: evagdhaker’s
connection with the woman caused by his “will” or was it a “vibration”? Predent
this way, either of these choices, as “supplementary facts” for the sjsaakigrous
experience, offers the absolute minimum value of its respective elemenheifmwatrds,
if the “will” is necessary to counter doubt and continue the work of imagination but
cannot verify religious experience and “nature” is little more than a “wioraint,”
what satisfaction can either evidence offer? Sympathy alone, will without
understanding, the “sweet frauds” of Nature, and Christian doctrine, that “treetalbgi
with lens on lens/Of syllogism transparent”. not one of these elements osarrdbat
ancient faith” or “bring it near.”

Finally, even the “monumental pomp” of Gothic art—the ecclesiastieaieit of
what James called John Henry Newman'’s “sacerdotal” imagination—ineeidé
God's absence ifihe Cathedral Such an irony turns the speaker from his ecclesiastical
vision of escape back to his fidestic departure point. Lowell’s rare use afdBibl
allusion near poem’s end signals the significance of this transformatidnhagproof of
God’s absence in the objects of the religious past constituted an epiphany for his poet-
traveler:

We men, too conscious of earth’s comedy,
Who see two sides, with our posed selves debate,

And only for great stakes can be sublime!
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Let us be thankful when, as | do here,

We can read Bethel on a pile of stones,

And seeing where Gadghsbeen, trust in Him.
The poem’s conclusion ostensibly offers, in the words of one early critic, “withdiss
universal presence of God,” but this passage tells the real’St@ryubt and unbelief
have replaced the rigors of religious belief, but the imagination can onlysth against
a background of faith. As it was for Dana and Melville, the Pillars of Bethel—a
monument to Jacob’s battle with the angel of God—was a potent symbol of faith’s
struggle against skepticism and the power of poetry to express that sfruggie
Lowell, who knew that God was dead years before he wWiteéeCathedralthat struggle

had to be maintain somehow for the sake of imagination.

" Henry Ketcham, Preface the Poems of James Russell Lo{tiééw York: Burt, 1900), xvi.
"L See chapter 1, 34-37.
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Epilogue:

“Perjured Faith”: Herman Melville’€larel and the “Religious”

Readers familiar witiClarel (1876) by Herman Melville will no doubt recognize
an affinity between that poem and James Russell LowidiesCathedral.Like Lowell’s
poem,Clarel models Matthew Arnold’s “Stanzas From the Grande Chartreuse” (1855).
Its range of characters both visiting or living in the Holy Land represieatsame
classification present in Lowell’'s poem and many Victorian “doubt” poems, putting
together those who mourn the loss of faith with the “last of the people who béliéve.”
addition,Clarel extensively uses elements of the ecclesiastical to mark th@étaes of
the not there," a phrase Lawrence Buell used to describe the poem'’s treg#tment
Jerusaleni. In “The Monument,” one of the poem’s spiritual malcontents, Ungar, recalls
his encounter with York minster, the largest Gothic cathedral in Northern Europe:

Ah, once in York | viewed through the storms
The Minster's majesty of mien—

Towers, peaks, and pinnacles sublime—
Faith's iceberg, stranded on the scene

How alien, and an alien tinTe.

! The stanza reads, “But—if you cannot give us elsast of the race of them who grieve/Here leavéous
die out with these/Last of the people who beliesiéht, while years engrave the brow;/Silent—thstbe
are silent now. The Poems of Matthew Arnoled. Miraim Allott and Robert H. Super (Oxford: fOrd
University Press, 1986), 162; in “Melville’s Readiof Arnold’s Poetry” PMLA 69.3. 1954, 365-91),
Walter E. Bezanson studies Melville’s marginaliaisolume of Arnold’s poetry and concludes that
Melville’s use of iambic tetrameter resulted from reading of the Victorian poet. Although he diut
mark either “Dover Beach” or “Stanzas,” Melville svhelped by Arnold towards “conceptualization” and
allowed him to make “fundamental decisions aboatdtnucture and themes©farel,” 391.

2“Melville the Poet” inThe Cambridge Companion to Herman Melvilled. Robert Steven Levine.
(Cambridge: Cambridge University Press, 1998), 146.

®Clarel. 4.10.168-172.
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For Ungar as well as for the speakeffbe Cathedralthe monuments of the past
represent Faith’s iceberg” on which man either gazed at from a distancheogat too
close, was dashed upon. These “grand minsters in remove” illustrate the disagppear
middle ground of religious faith and the remoteness of tradition. But they also offer
“[ifmagination’s very self in stone” and present both pilgrim and poet with thectsof
novelty.” “Novelty” was an important reminder how religious belief reradiin the
past—an important episode in what Jenny Franchot has called “ the narrative of
Western's culture's birth into the modern"—as well as an essential componentteithe
religious-themed poetry of American writers such as Henry Adams arldd&/al
Stevens. To experience it meant that one had gatieyondChristian tradition, though
through contact with earlier expressions of religious faith. Once “thare,was
compelled to either weep (as Adams’ speaker does in “Prayer to the ¥irGhartres”)
or “wink” (Stevens’ “A High-Toned Old Christian Woman”), lament or laugh.

But Melville’s poem is more than a bridge between the attitudes towards the
“religious” in Romantic and Modern American poetry. Itis also a compendiurs of, a
well as a gloss on, them. To show this in any detail is outside this study’s scopas But
a way of concluding, | want to point out three ways in wiGitirel engages and
develops crucial elements of the “religious” that were present witkiavian local
literary culture. These elements—discussed at length in the previouhémpiers—
include the before mentioned element of “ecclesiastical’ found in Anglo-@athol
poetics— and also involve the role of nature in religious experience, the value (and

danger) of religious doubt, and the transvaluation of religion and poetry.

* Unseemingly Commemoration: Religion, Fragments, the Icon.” American Literary History,
9(Autumn 1997): 205.
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If Melville learned anything fronThe Cathedra(and there is no evidence one
way or another that he even read it), it was that first-person narrativevedsne
insufficient for the exploration of religious faith. In exploring theygvan which his
pilgrims understand and experienced religion, Melville employed third persation,

a mode that cast a wider net. By doingGlarel anticipates thdocuments humairef
Varieties of Religious Experiengaresenting several “religious readings” at once, and
avoids being overwhelmed by, on the one hand, total skepticism, and, on the other, the
“heavy grumbling and complaint” of “religious melancholy.” Whatever we ca

“religious,” wrote James, “if glad...it must not grin or snicker; if sad,ustmot scream

or curse.” Full of grins and cursé&3larel is balanced by its third-person narration that
keeps it from collapsing (akhe Cathedratloes) into neither “curse nor jest.” Since, as
Stan Goldman has argued, the central concern of the poem is the question of God’s
presence such middle ground is as important for a poem wlkbberatioconsists

largely in rejectior?.

Clarel's departure point is the rejection of theology. From there, it finds its
“rough standing-ground” on which to evaluate and weigh arguments for the ptssibili
transcendence and the existence of God. On the first day of his visit to thiealHdh-
the Vigil of the Epiphany—the poem'’s title character asks the question ‘Gdeaft
thou so blind?” “Theology’s scarce practical,” admits Rolfe, the Araenrorld-
traveler, “But leave this: the New World’s the therfieWilliam Potter has recently

argued that scenes such as these are part of the poem’s larger stratemyetbéyond

® See Stan GoldmaMelville’s Protest Theism: The Hidden and SilentdGw Clarel (DeKalb, IL:
Northern lllinois University Press, 1993).
®Clarel, 4.21.82-3.
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orthodox doctrine towards” what he calls the “intersympathy of crettotvever, such
a move was neither original nor final. As we have seen, the notion that theology was
powerless to offer religious insight was widespread beftmeel, present even in so-
called “genteel” American lyrics. Melville’'s poem simply assumes wizet already the
foundation of most “religious” poems written during the Romantic period. As the pilgrim
Celio explains, doubt in the truths of the Christian past is the beginning ohacithe
religious experience:

This world clean fails me: still | yearn.

Me then it surely does concern

Some other world to find. But where?

In creed? | do not find it there.

That said, and is the emprise o’er?

Negation, is there nothing mofe?
Celio’s problem lies not in the futility of Christian doctrine or creed butshweep” of
doubt that ends the “emprise” of seeking epiphany in (to use Lowell’'s waitigutside
ourselves.” As we witnessed in the iconoclastic poems of John GreenleaéiVhitt
negation is a useful tool for exposing the false in religious experience; it ceald al
express well the satirical spirit, tleem’en ficheof Lowell’s religious attacks. But no
“corner” appears at last “safe from peeping Doubt.” In “The Sight of theidig”
Clarel recognizes this truth as exhibited in Vine, the poems’ sometvimassical but
isolated genius whose portrayal contemporary critics have often asdgoeidt the

figure of Nathaniel Hawthorne:

"Melville’s Clarel and the Intersympathy of Cred®nt, OH: Kent State University Press, 2004), 61
® Clarel, 1.12.95-100.
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At peep of that brisk dapper man

Over Vine’s face a ripple ran

Of freakish mockery, elfin light:

[...]O angels, rescue from the sight!

Paul Pry? and in Gethsemahe?
The half-satirical, half-despairing “grin” has entered the gardermo$ts suffering.
Modern pilgrimage, even to the “Gethsemane” which is, as Emily Dickinsonilok$icr
“but a Province—in the Being’s Centre,” is ambushed by a skepticism that “urdjinge[
so, that her sway/In minor things even, could retard/The will and the purffose.”
Skepticism starts with theology but eventually extends to all elementsgudue
experiencé’

The poem’s treatment of the objects of nature follows in the same pathetdavell
by other American poets who questioned analogical thinking. “The Sparrow” contains
passages that resemble the bird poems of Calvinist-Romantic RichardD+4aray
illustrating a similar language of remoteness and anxiety so chastctefithe fideistic
approach to the natural world:

The sparrow...

Plaining upon a terrace nigh,

Was like the Psalmist’s making moan
For loss of mate—forsaken quite,

Which on the house-top doth alight

° Clarel, 1.31.107-109; 111-12.
'O Clarel, 4.16.109-11.
™ The role of skepticism i€larel has been examined recently by Zephyra Porat, “Tdsvéhe Promethean

Ledge: Varieties of Sceptic Experience in Melvil€larel “ in Literature and TheologyB.1. (1994): 30-
46.
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And watches, and her lonely cry

No answer get¥’
Like the speaker of “The Dying Raven,” Clarel attempts to ground his\atseTrs in the
analogical world of the Psalmist in which God’s presence is made certairdns of his
creation. But, instead of offering evidence of God (or, in this passage, lovag’siat
lessons prove to be remote and threatening, as were the silent activitiemsf @2aen.

Perhap<larel's most inspired passages of nature’s reserve or antagonism

towards mankind is in “Nathan,” Melville’s “case history of doubt and belief.”eHer
outlining his “pilgrimage” from Puritanism to Orthodoxy Judaism, Nathan asesdize
unclear but vaguely malevolent lessons that he finds in nature with the stages of his
religious conversions. Against the “prairie twilight” of an lllinois eveniNathan recalls
the night that a New England avalanche killed a family member:

In prairie twilight, summer’s own

...came a scene immense:

The Great White Hills, mount flanked by mount,

[...] Where, in September’s equinox

Nature hath put such a terror on

That from his mother man would run—

Our mother, Earth: the founded rocks

Unstable prove: the Slide! the Slidé!
One early critic of Melville called “Nathan” “a remarkable epitorh@@small part of

America’s social and intellectual histor}”But it also presents natural observation as a

2 Clarel, 1.38.19-25.
B Clarel, 1.17.78, 84-88.
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kind of palimpsest (before taking a turn to consider the reality of romance) on wdach m
continues to read his religious experiences. Appearing eddharel, the canto serves to
introduce several of the poem’s most significant themes, namely the tenuaafsness
religious conversion and the limits of natural theology. A historical narrative
America’s own religious conversions, from Puritanism through Transcendengadsm

up to its current struggle with religious doubt, “Nathan” establishes the language of
“religious feeling” that Melville will employ for the poem—*“sway'thood,” “altered,”
“influence”—while reminding us of earlier American religious poetry, esgigd/Nilliam
Cullen Bryant; it is difficult to read Nathan’s account of Nature’s “roéisn” without
thinking of Bryant’s “Thanatopsis,” one of the century’s greatest Americampoé
consolation and natural description. Unlike that poem, howéVlarel offers little
consolation, only bewilderment for the man torn between the atheism of Thomas Paine
and the “Pantheistic sway” portrayed in the period’s Romantic poetry.

The backdrop of the Holy Land supplies Melville’s long poem with a chance to
explore the entanglement between the objects of nature and those that ddnodsefa
Anglo-Catholic poets) deemed the “ecclesiastical” element of oelgexperience.

Several recent studies, including Edgar Dryd&tésmumental Melville: The Formation
of a Literary Careerexamine this “monumental” feature of Melville’s wdrk Aside

from the “novelty” that such monuments can offer, scenes like that from “The High
Desert” registers doubt in nature, biblical history, and organized religiartamaously,

considering (and rejecting) the several attitudes towards the “religioatsiames

1 Henry W. Wells;The American Way of PoetfMY: Columbia University Press, 1943), 86.

!> Monumental Melville: The Formation of a Literary @ar (Stanford: Stanford University Press, 2004),
esp. 101-147; another notable investigation ingo“thonumental” in Melville is Sanford E. Marovitz,
“Melville’s Temples,” inSavage Eye: Melville and the Visual Ared. Christopher Sten, 77-103. (Kent
OH: Kent State University Press, 1991).
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associated with “aesthetic ways of feeling” in Protestant imagmaOf the monument

to the “burning bush” at Saint Catherine’s chapel, the poem’s speaker casalogue
“somber vaulted chamber” where a “sunbeam darts” and “slants away...illuowighs
annual flash.” This light, however, “makes no lasting convenient; /It brings, but cannot
leave, the ray™ Whether it occurs in the bush, the church, or the reading of the word of
God, the epiphany cannot last. Evidence of these various “links” (a word whichisappea
frequently in the poem) that are now severed are only found in the monuments of the
Holy Land, where “silence and legend dwell.”

Finally, Clarel questions the value of religious poetry itself. In one of the poem’s
most powerful cantos, “In Confidence,” Clarel catalogues for the good-naturdidaing
priest Derwent the reasons for his despair. The list includes not only the “disltéatla
belief” in the Holy Land but the denominational cultures of America “at home” where
“the very pews are a sect.” Clarel’s implicates both orthodox and liberal deatans
(“the parlor-chapel liberal”), even using the language of Anglo-Catharship and
architecture (“behind the mellow chancel’s rail/Lurked strife imest) After hearing
Clarel's account, Derwent encourages him to “have faith”:

Have faith, which, even from the myth

Draws something to be useful with:

In any form some truths will hold;

Employ the present-sanctioned mold.
[...]Verse, popular verse, it charms or warms—
Belies Philosophy’s flattened sails—

Tinctures the very book, perchance,

% Clarel, 3.5.1.
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Which claims arrest of its advante.
Derwent’s is the liberalizing voice of those religious writers wisowa saw in chapter
1), in the face of the decline of religious belief, advocated the transvaluatielrgein
and poetry. Replace religion with poetry, he says, and step back into the myth tlsat offer
material for the imagination. Since he exclaims of Clarel, “Alas, too yieeplive,”
Derwent also represents (in the words of Walter Bezanson) the poem’s chiefisheél
a rather dubious designation for any character in Melville’s Workis Melville here
satirizing the “triumph” of poetry over religion? Or does he share Dersveaticern,
illustrated in the priest’s plea for Clarel to return to the role to the roleoofifarter”?”
What else to do,” he inquires of Clarel, “Or whither turn, or what to adore?/What but to
temporize for him,/Stranded upon an interim,/Between the ebb andflodtie
guestion, asked in language familiar to both British and American poets of the gfoetry
religious “doubt” assumes mankind’s helplessness in the face of a dying faitieand t
power of “popular verse” to “temporize” what Lowell called the “unstabgt.be
Through Clarel’s silence, Melville leaves the question unanswered but, in asking it, he
acknowledges one of the many impasses of the age over the question of faith aled the r

of the “religious” in American poetry.

7 Clarel, 3.21.184-188.
18 See Bezanson's critical note on Derwen€larel, 621.
¥ Clarel, 3.21.212-16.
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