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in doing so he
consciousness in the stream of time ' Many have thought
marked a clear moment of transition from one way of thinking about and
figuring providential purpose to what we think of as the modern way of
imagining our relation to history.
Marvell's thinking in poetry is typically alert to the reciprocities of
imaginative activity. The 'Horatian Ode' meditates on the arena of political
conflict, but it begins by 'appear[ing]' out of the muses' 'shadows', the
redred place of poetic creativity. He associated that place with the mode of
poetic figuration we call 'pastoral'. Throughout most of its polymorphous
literary history, pastoral has been rooted in the need for sophisticated
members of complex societies to try to understand their relationship to the
created world. The need arises from the consciousness that we are at the
same time creatures like all others and different from all others in that we
have devised the distinction between the creatures and ourselves.
The idea of a golden age is part of the genetic code of western pastoral
literature, and one of the reasons why it blended so gratefully into the biblical mythology of Eden and the fall from perfect humanity into corruption
and decline. Prelapsarian life in the garden of Eden is recognizably akin to
the earliest and latest classical versions of the myth of original perfection,
from Hesiod to Ovid. The fundamental circumstance of our lost paradise

was that human beings were the centre and beneficiaries of a bounteous and
benevolent nature, unperturbed by changes of season or extremes of temperature, fed and clothed by plants and animals who existed to provide for
their necessities. $7here all was freely given there could be no concept of
property; therefore there was neither greed, envy, anger, nor ambition, no
cause for glumony, no meaning to sloth, and no basis for pride.

Marvell's interest in the meanings of pastoral tropes, however, is not
limited to these conventions. Marvell takes us closer to the unspoken
premises of the myth of the garden, the assumption that in the original
microcosm of creation, the human mind was fitted intrinsically to the structure of the world it perceived. The idea survives in the biblical scene of

Adam naming the animals because he was able to know their essences
directly - and in the Mower Damon's plangent claim, 'My Mind was once
the true survey / Of all these Medows fresh and gay.'l1 What in Adam is a
sign of power over subordinate nature is in Marvell's rereading of Genesis a
hypothesis about the ways in which consciousness and the world that we
believe to be independent of it nevertheless interact and depend on each
z8z

othcr. 'Survey' is both tr.lnsitivc irrrtl ;rassivc, ir rnirp lrnd .rn act of intcllectual
structuring.
Marvell's Mower is intimately involved in the glossing of the biblical
phrase, 'all flesh is grass'. Characteristicallyr12 Marvell presses the metaphor
toward its root or hidden meaning, and identifies the Mower with the grass
as an emblem, not simply of mortaliry, but of the primeval unity of mind
and nature which has been ruptured by consciousness itself and its power to
produce metaphor, symbols, and other kinds of abstract representations of
reality. He drives the point home with grim irony as he comments on the
fallen hero in 'Damon the Mower,13 'Death thou art a Mower too.' (line 88).
Only three of what have come to be called 'the Mower poems' present
Damon as their central concern; he speaks in his own voice in'The Mower's
Song'and in 'The Mower to the Glow-worms',14 but his verses in'Damon
the Mower' are introduced in mock-heroic style ('Heark how the Mower
Damon Sung', line r). Damon is consistently aware of Juliana's power to
destroy the pre-existent harmony of his mind and the fields he tends. What
is unusual is the poems' concentration on the mind as the centre of feeling,
passion, conscious identity. Damon puts his understanding most poignantly
and characteristically when he tells the glow-worms that their 'courteous
Lights' are useless, 'For She my Mind hath so displac'd i That I shall never
find my home' (lines r1, 15-16).
'The Mower against Gardens' may be Damon, but if so he is a more
sophisticated Damon indeed, for the burden of his attack is the ancient
debate over the relation of conscious art to the objects it imitates or shapes.
A number of passages in Marvell's poems and prose indict 'the architects'
who 'square and hew, / Green Trees that in the Forest grew'; but it is the
Body in 'A Dialogue between the Soul and Body'15 that makes that charge,
and we need to recall that architecture is, etymologically, the master skill,
the fundamental power of design, the human art of creation in its original
form. The Mower who inveighs against gardens speaks for a purist vision of
a nature untainted by human intention; for him man is 'Luxurious', and
gardens a sign of his limitlessly arrogant drive to reform nature in his own
image. Marvell's Mower is engaged in a philosophical debate about the
nature of the mind's contact with the world it knows and names; it is a
question central to his idea of the poetic act.
The title itself of 'The Garden'15 hints at the audacity of the poem, in
suggesting that it intends to incorporate the immense history and range of
meaning that have accrued to that word. It promises to image the lost paradise of Genesis r-3, and also the garden of Canticles, the bortus mentis of
the philosophers, the hortus conclusus of the cults of the Virgin, the green
retreats of stoic moralists, the gardens in which Renaissance mistresses
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