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THE SIXTEENTH CENTURY
1. Respond to only two of the following questions:

A. The central theme of Sir Walter Ralegh's poem "Sir Walter Ralegh to the Queen" is the difference between true love and false love. Explicate?  (25 minutes)

B. Sir Philip Sidney's "Ring out your bells" is a poem about the subject of love.  However, it is the hidden driving force of desire behind the various forms of love that he explores through the filter of his own experiences and feelings.  Explicate?  (25 minutes)
C. William Shakespeare's "Let me not to the marriage of true minds" uses a rather simple array of poetic devices, which include special diction, allusion, metaphor, and paradox.  Explicate in detail?  (25 minutes)
2. Respond to the following question: (40 Minutes)
The secret to the longevity of Christopher Marlowe's "The Passionate Shepherd to His Love," and Sir Walter Raleigh "The Nymph's Reply to the Shepherd" seems to be in the subject matter that they cover so thoroughly.  Together, these poems give readers a brief but thorough tour of all that is best and worst of the pastoral tradition in poetry.  Explain?
THE SEVENTEENTH CENTURY
1. Respond to only two of the following questions:

A. Two kinds of love are described in John Donne's poem "A Valediction: Forbidding Mourning."  Name them, and then explain how the simile drawn in the first two stanzas does help define the differences between them?  (20 minutes)
B. By relying on schemes of repetition, carefully chosen sound effects, and classical allusions, John Dryden creates a tone of moderate and measured grief in his elegy "To the Memory of Mr. Oldham."  Explain these schemes?  (20 minutes)
C. The imagery of John Milton's Sonnet "On His Blindness" shows an equal mastery of religious and poetic heritage.  Explain?  (20 minutes)
2. Respond to the following questions:

A. George Herbert's poem "Love (III)" dramatizes a climactic meeting between a worshiper and God, imagined not as a remote figure of vengeance or stern judgment but as an inviting lover.  Explicate?  (25 minutes)

B. In "To the Virgins, to Make Much of Time," Robert Herrick looks to the natural world for a host of symbols that allow him to effectively make his case to his virgin readers. Explain?  (25 minutes)
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Answers

THE SIXTEENTH CENTURY
1. Respond to only two of the following questions:

A. The central theme of Sir Walter Ralegh's poem "Sir Walter Ralegh to the Queen" is the difference between true love and false love. Explicate?  (25 minutes)

Answer:

The central theme of Sir Walter Ralegh's poem "Sir Walter Ralegh to the Queen" is the difference between true love and false love: False love is hidden in a swirl of superficial verbiage; true love is painfully silent.  Ralegh's argument follows traditional Renaissance themes and conventions.  For instance, he emphasizes the traditional Elizabethan view of humankind as torn between passion and reason, emphasizing that his passion would lead him to write love poems (complaints), and praise the queen's saintly perfection, beauty, and glory in order to win her affection or at least to entertain her.  In contrast to despairing lovelorn poetic narrators (such as Sir Thomas Wyatt in "Whoso list to hunt"), he has let reason dominate for the queen's sake.  Revealing his affection openly would not only be indiscreet and subject to misinterpretation, given her high rank and the fact that so many others are also charmed by her, but would also be a denial of the depth of his true affection, which, like deep waters, is so strong that he must be silent.  Another poetic convention of courtiers is exaggerated praise of the beloved, who here is acknowledged to be beyond the reach of mortals.

The poem's themes of secret love, of the despairing, agonizing lover, and of a potential for misunderstanding or public injury recur in Ralegh's poetry.  They seem in keeping with Ralegh's ongoing poetic dialogue with his queen, although some modern commentators have attempted to attribute this poem to Sir Robert Ayton rather than to Ralegh.  Inevitably, in such a poem, private meaning related to the daily personal conversations between the queen and her favorite would lie behind the public utterance, especially given Ralegh and the queen's love of theatrics and their long history of public performance of their interacting life roles.  In "See those sweet eyes," for example, Ralegh expresses a similar sentiment and situation—the lover gazing on the "sweetest eyes" is unable to plead his case and praise his beloved's beauty because her greatness, her inexpressible merit, and his sense of duty force him into silence.

The uncertain chronology of the poem in terms of Ralegh's relationship with the queen leaves critics uncertain about the precise vicissitudes of Ralegh's career—whether he was in or out of favor—at the time this poem was written.  What is known is that the poem was written to serve the needs of Ralegh's career and it fuses personal feeling with conventional arguments.  Ralegh thus turns his life into art.
B. Sir Philip Sidney's "Ring out your bells" is a poem about the subject of love.  However, it is the hidden driving force of desire behind the various forms of love that he explores through the filter of his own experiences and feelings.  Explicate?  (25 minutes)
Answer:

"Ring out your bells" is a poem about the subject of love.  However, it is the hidden driving force of desire behind the various forms of love that Sidney explores through the filter of his own experiences and feelings.  Sidney's personal world included the political arena in Queen Elizabeth's court.  There, he and others sought the monarch's royal favor, which could give them government employment, financial rewards, or honors testifying to their worldly worth and virtue.  Additionally, these courtiers courted noble patrons who could help arrange an aristocratic marriage for them or help support their political, military, or literary endeavors.  Sidney had direct experience with frustrated desires in his attempts to solicit more than temporary governmental or military appointments from Queen Elizabeth.

The flattering compliments of Petrarchan love sonnets aimed at courting a lady's favors arise from the same ambitious urges of desire as the hyperboles (conscious exaggerations) used to court a queen or a noble.  There is little difference between practices.  Furthermore, when the Platonic lover suffers and rages about his mistress's scorn and rejection of his worth and faithfulness, his misery underlines the desire behind his egoistic self-love.  Feelings of worth, honor, and personal identity grow from the self-validation gained from recognition or reward for deeds accomplished.  Human courtiers such as Sidney felt equally discouraged and frustrated when their valiant efforts were rejected.

Sidney's literary world evidences another of his own literary desires, an altruistic wish found in his great love for poetry.  At the heart of Sidney's book The Defence of Poesy (1595) is his defense and definition of what poetry is, what it can or should do, and how to write it to accomplish this lofty goal.  Moreover, when he viewed the poetry of his own time, Sidney was not happy with the poetic abuses he saw.  As Ringler observes in his introduction to The Poems of Sir Philip Sidney, Sidney "set out to be a Daedalus to his countrymen, to teach them rules of right writing, and to provide them with models to follow."  This idealistic aim underwrites his effort to achieve an example of good poetry with a deeper level of meaning.  In "Ring out your bells," Sidney works within the traditions and conventions of love poetry.  However, he rejuvenates them by showing what a few changes can do to hackneyed concepts and images.  His double vision, the extended metaphoric comparison of love's trivialities with the solemnity of death, transforms the Petrarchan/Platonic single-vision lyric into a brief model of a mock-heroic romance.  This second point of view indirectly points out the comical exaggerations, trivialities, stupidities, and abuses.  Ironically, the final prayer might well express the poet's own desire: "Good lord, deliver us" from poets who abuse poetry.

C. William Shakespeare's "Let me not to the marriage of true minds" uses a rather simple array of poetic devices, which include special diction, allusion, metaphor, and paradox.  Explicate in detail?  (25 minutes)

Answer:

William Shakespeare's sonnet 116 uses simple array of poetic devices which include special diction, allusion, metaphor, and paradox.  All work together to reinforce the central theme.

Shakespeare establishes the context early with his famous phrase "the marriage of true minds," a phrase which does more than is commonly recognized.  The figure of speech suggests that true marriage is a union of minds rather than merely a license for the coupling of bodies.  Shakespeare implies that true love proceeds from and unites minds on the highest level of human activity, that it is inherently mental and spiritual.  From the beginning, real love transcends the sensual-physical.  Moreover, the very highest level is reserved to "true" minds.  By this he means lovers who have "plighted troth," in the phrasing of the marriage service—that is, exchanged vows to be true to each other. This reinforces the spirituality of loving, giving it religious overtones.  The words "marriage" and "impediments" also allude to the language of the service, accentuating the sacred nature of love.

Shakespeare then deliberately repeats phrases to show that this kind of love is more than mere reciprocation.  Love cannot be simply returning what is given, like an exchange of gifts.  It has to be a simple, disinterested, one-sided offering, unrelated to any possible compensation.  He follows this with a series of positive and negative metaphors to illustrate the full dimensions of love.  It is first "an ever-fixed mark/ That looks on tempests and is never shaken."  This famous figure has not been completely explained, although the general idea is clear.  Love is equated with some kind of navigating device so securely mounted that it remains functional in hurricanes.  It then becomes not a device but a reference point, a "star," of universal recognition but speculative in its composition; significantly, it is beyond human ken.

In "Love's not Time's fool," Shakespeare moves on to yet another metaphorical level.  To begin with, love cannot be made into a fool by the transformations of time; it operates beyond and outside it, hence cannot be subject to it.  This is so although time controls those qualities, which are popularly thought to evoke love—physical attractions.  Shakespeare conjures up the image of the Grim Reaper with his "bending sickle," only to assert that love is not within his "compass"—which denotes both grip and reckoning and sweep of blade.  Love cannot be fathomed by time or its extreme instrument, death.  Love "bears it out"—perseveres in adversity—to the "edge of doom"—that is, beyond the grave and the worst phase of time's decay.

The final device is a conundrum in logic.  It establishes an alternative—"If this be error"—then disproves it.  What remains, and remains valid, is the other.  It also bears a double edge.  If this demonstration is wrong, Shakespeare says, "I never writ," which is an obvious contradiction.  The only possible conclusion is that it is not wrong.  He proceeds then to a corollary, "nor no man ever loved," which is as false as the previous statement.

2. Respond to the following question: (40 Minutes)
The secret to the longevity of Christopher Marlowe's "The Passionate Shepherd to His Love," and Sir Walter Raleigh "The Nymph's Reply to the Shepherd" seems to be in the subject matter that they cover so thoroughly.  Together, these poems give readers a brief but thorough tour of all that is best and worst of the pastoral tradition in poetry.  Explain?

Answer:

The secret to the longevity of Christopher Marlowe's "The Passionate Shepherd to His Love," and Sir Walter Raleigh "The Nymph's Reply to the Shepherd" seems to be in the subject matter that they cover so thoroughly.  They are only about love in the most general sense. More specifically, Marlowe's "Shepherd" poem is about the idealism that either causes or is caused by love, while Raleigh's "Nymph" addresses the sorrow of harsh reality. Together, these poems give readers a brief but thorough tour of all that is best and worst of the pastoral tradition in poetry. 

In their book about Raleigh entitled Shepherd of the Ocean, J. H. Adamson and H. F. Folland discuss the interest that the poet and Queen Elizabeth took together in "the new vogue of pastoralism."  Poems from ancient Greece, recently discovered at that time, stirred up interest in the pastoral convention, which describes life through an image of the idealized existence of literate and artistic shepherds in a lovely landscape of timeless spring, [and] is the playful wish-fulfillment of a sophisticated and complex culture, an imaginative vision of something like an unspoiled Eden, a Golden Age of simple purity and beauty.

Over the centuries, the pastoral convention has arisen regularly in complex societies looking for the quiet serenity of rolling fields, gentle sheep, and honest shepherds who were as close to nature as humans can get. The Elizabethans amused themselves with this sort of idealism; the romantics made it their lives; the moderns were nostalgic, as if they had just missed it. To this day, farmers enjoy idealized associations with soil, sunshine, and seeds, while popular culture tends to forget the cold reality of their lives involving machinery, chemicals, and contracts. 

The shepherd that Marlowe presented sprang directly from the tradition of the ancient Greeks, with shallow rivers and singing birds presenting a perfect setting for the noble, optimistic lover who was a popular figure at the time. Half of the poem is about the clothes the shepherd promises to make out of flowers and wool, gold and coral: the appeal these gifts held for the nymph would presumably not be the thrill of having clothes made by a shepherd but wearing things so freshly part of nature. The shepherd does not spend much time proclaiming the intensity of his love for the nymph, instead letting nature make his emotional appeal for him. If anything, that appeal is felt more strongly today. Since Marlowe's time, the world has only gotten more crowded, polluted, and impersonal, as cities have grown to hold larger populations than the entire continent had then. Now, like never before, the rolling hills that Marlowe's shepherd offered trigger a longing for love. 

It was not exactly genius that gave Sir Walter Raleigh his insight that the pastoral vision was founded on wishful thinking. The purity and innate wisdom and dignity and all that Adamson and Folland described so well can be mesmerizing to readers when they let themselves become immersed in a pastoral poem, but the same conventions become easy to mock once the reader is out from under the poet's spell. Raleigh's genius was that he wrote his response so immediately, and that he mirrored Marlowe's writing so closely. He provides the yin to Marlowe's yang (opposite principles), the night to Marlowe's day: together, these two poems add up to a whole that says much more about human hopes and fears than the sum of its parts. 

Marlowe's shepherd seems sincere in his claims of love, even though the nymph in Raleigh's poem makes a point of mentioning that shepherds are sometimes untrue. A lesser poem might have made more of the fact that lovers can lie to get what they want, using the very strength of the shepherd's claims as evidence that he is trying too hard, that he is hiding his real agenda. The problem with this is that it would mean raising doubts about the nature of love itself, making all lovers subject to suspicion. When the nymph passes so quickly over this possibility of dishonesty, Raleigh can address pastoralism itself without having to bring all lovers into question. 

Rather than assault the basic trust that love relies on, the nymph's reply takes on the pastoral tradition. The weakness with this idealized vision is that it focuses on the good things in the world, ignoring the rest. The wrong way to go about countering this idealism would be to argue that there are bad things, too: such an argument would go on to infinity, with good point matching bad. Instead, Raleigh has the nymph take a philosophical approach to pastoralism. She cannot prove that the bad aspects of the life that the shepherd has proposed would be more common or powerful than the good ones, but she can prove that all of the wonders of nature that the shepherd has offered her will eventually go bad. 

Time is the key to the nymph's reply. It is time that turns ripeness into rot: not because the universe is bad or love is an illusion, but simply because it is not the nature of things to stay the same. The nymph offers every possible concession to the shepherd's argument. She accepts his sincerity, she admits that the pastoral life is lovely, and she even agrees that she would be glad to live with him in such a beautiful place. Her objection is that it would eventually have to quit being the beautiful place that he has described. There is no arguing against the fact that time changes things. 
THE SEVENTEENTH CENTURY
1. Respond to only two of the following questions:

A. Two kinds of love are described in John Donne's poem "A Valediction: Forbidding Mourning."  Name them, and then explain how the simile drawn in the first two stanzas does help define the differences between them?  (20 minutes)
Answer:

John Donne has been called the poet of mutual love, and though he may play diverse roles, he is also the advocate of physical and spiritual love united. "Dull, sublunary lovers" rely totally on the physical, so their love cannot survive absence. Donne and his beloved may "care less, eyes, lips, and hands to miss;' but they do care.  The need for both types of love is evident in the metaphor of the twin compasses.  The circular motion of the compasses, like the circular orbits of the planets in Aristotelian physics, symbolizes heavenly love, since all movement above the moon takes this shape.  Sublunary motion is linear, and that is the figure the two points of the compass describe when they move together in a plane.  Together, the divine circle and animal line create the human spiral. Donne rejects the duality of body and soul: Love for him is not one or the other, but both—a single, indivisible entity.

Hence, Donne rejects the Petrarchan idealization of the beloved as untouchable and godlike.  He employs the imagery of Petrarch in the second stanza when he speaks of "tear-floods" and "sigh-tempests," but in forbidding such forms of mourning the poem distances itself from the philosophy that relies on such metaphors.  Donne's love is human, as is his beloved.  The opening lines may imply that she is body and he soul, thereby suggesting that he is purer than she; the second stanza dispels such a reading, linking the lovers in the pronoun "us."  In the third stanza, each is a planet, and later their souls are one.  The twin compasses may be understood as portraying that same fusion, one foot being the will, the other reason.  As body and soul require each other for life, so will and reason cannot operate independently.  The sexual reversal of the last stanza corresponds to the beloved's assuming the controlling role of reason, which guides the errant will; its fixedness converts the will's centrifugal force into the circle, a pattern of constancy.  Love reconciles opposites and accepts no mastery of one party over the other.

In chapter 12 of La vita nuova (c. 1292; The New Life), Dante writes, speaking as love, "I am as the center of a circle, to which all parts of the circumference stand in equal relation." This passage may have provided Donne with the idea for his famous conceit of the twin compasses; it certainly expresses the same vision of love's unifying and godlike power, of love as the still center around which the world revolves and to which all things return to find that rest that they can experience nowhere else.

The image of the dying men that introduces the piece indicates the fusion of Donne and his beloved as body and soul and promises resurrection, but the focus on death is too gloomy for the purpose the author intends.  The planets have much to recommend them as a metaphor: Again the imagery promises return, and the orbits of the planets in Donne's Ptolemaic system describe circles.  Yet if the first metaphor falls short because of its rootedness in mortality, the second proves equally unsatisfactory because it divorces itself from humanity.  Only with the twin compasses does the poet find that perfect fusion of human and divine, flesh and spirit, line and circle, that constitutes true love.  The author has succeeded in his quest for the correct language in which to couch his meaning, and in the process of creating his poem he has moved from death and separation to life and reunion, imitating the experience the verses promise.
B. By relying on schemes of repetition, carefully chosen sound effects, and classical allusions, John Dryden creates a tone of moderate and measured grief in his elegy "To the Memory of Mr. Oldham."  Explain these schemes?  (20 minutes)

Answer:

By relying throughout on schemes of repetition, carefully chosen sound effects, and classical allusions, Dryden creates a tone of moderate and measured grief.

Among the schemes, balance and antithesis in the poem's first section establish a tone of restraint at the outset.  The initial line includes the balanced construction, "too little and too lately," balance being reinforced by double alliteration on the "l" and "t" consonants.  An abundance of open vowels and sonorants serves to lengthen the lines, adding weight and somberness to the tone. Balance continues through "think and call" and "knaves and fools," reaching an emphatic and artful balance and double antithesis in line 8, "The last set out the soonest did arrive."  Like many of Dryden's verses, this one creates the pressure of poetic expression simply through the schemes without reliance on metaphor or other figures of speech.

In the poem's second section, balance and antithesis give way to carefully constructed sound effects, as Dryden evaluates Oldham's poetic achievement through the traditional neoclassical polarity, nature (genius) and art.  At this point in his career, Dryden had assimilated the neoclassical principle that sounds, even when not onomatopoeic, should echo or complement a poem's meaning.  Lines 15-16 are made to echo the harsh metrics of Oldham's verses, while asserting strongly that harshness does not obscure his genius: "wit will shine/ Thro' the harsh cadence of a rugged line."  Later Dryden introduces a triplet, with its slow conclusion in a hexameter, to suggest that artistic perfection in itself may suggest dullness, a concession that blunts his criticism of Oldham's art.  Although maturing time brings mastery in art, it "But mellows what we write to the dull sweets of rhyme." Arguably, few verses in English poetry match Dryden's sound effects in this hexameter in creating a dull, mellow tone.

The final section returns to the subdued tone established through balance, employing the classical elegiac formula "hail and farewell" in its initial line and sustaining it till the end with balanced phrases and nouns: "with ivy and with laurels" and "fate and gloomy night."

The two classical allusions to Vergilian characters further enhance and sharpen the polarities inherent in the poem, for both imply a contrast between youth and age and both express the theme of early distinction.  They may also reflect Dryden's inclination to use the monarchical metaphor, using the concept of rulers and successors, not only in the state but also in the kingdom of letters.  The Nisus-Euryalus allusion serves to call attention to Oldham's early achievement, though, ironically, unlike the early victor Euryalus, Oldham died shortly after his success.  The Augustus-Marcellus reference focuses on failed succession and early death.  Both allusions place Oldham's achievements against the honored background of Latin classical literature.

2. Respond to the following questions:

A. George Herbert's poem "Love (III)" dramatizes a climactic meeting between a worshiper and God, imagined not as a remote figure of vengeance or stern judgment but as an inviting lover.  Explicate?  (25 minutes)

Answer:

"Love" (III), a relatively brief poem of three six-line stanzas, concludes the central section of George Herbert's The Temple, entitled "The Church."  This collection of devotional lyrics is structured as a sequence that covers the inevitable fluctuations of religious experience as a person strives to lead a faithful life. "Love" (III) is the third poem by that name in "The Church."  The first two, appearing early in the sequence, lament the fact that earthly love tends to attract more attention than the much more deserving holy love.  By the end of "The Church," however, the persona created by Herbert is able to concentrate on sacred love, and "Love" (III) dramatizes a climactic meeting between a worshiper and God, imagined not as a remote figure of vengeance or stern judgment but as an inviting lover.

The speaker narrates an action that has evidently already taken place, but despite the past tense of the verbs, the experience described is powerful and immediate, in part because the poem is structured as a dialogue.  Herbert is often thought of as a person of a secure and lasting faith, but many of his poems reveal that beneath such a faith is a large amount of tension and worry.  In "Love" (III), the persona's nervous uneasiness is gradually overcome by the gentle words of a kind lover who has an answer for every question.

Herbert seems to be saying that divine love compensates for all human weaknesses.  Instead of instantly accepting Love's invitation, the persona is hesitant, painfully aware that he is "Guilty of dust and sin," and is therefore unworthy to be in the presence of such a perfect host.  As Herbert imagines it, however, divine love is not conditional: It does not deny the fact of human inadequacy, but renders it inconsequential.  Humankind is indeed "unkind" and "ungrateful," but the resulting sense of shame serves no useful purpose.  In fact, it reinforces one's turn from God: "Ah my dear," says the shameful man, "I cannot look on thee." Distance from God, not human weakness or guilt, is the real spiritual problem, and Love tries to remedy this by drawing closer and closer through the course of the poem.

One of the deepest ironies here is that the persona clings so resolutely to his sense of guilt and unworthiness.  Despite every gentle assurance from Love, man seems to revel in confessing his own wickedness and yearns for punishment: "let my shame/ Go where it doth deserve," he says, even after Love takes him by the hand and smiles.  Herbert shows much psychological insight in dramatizing how deeply embedded is the human resistance to love, a resistance that—at least in Christian terms—may only be overcome by the exemplary and loving sacrifice of Christ.  Only when Love reminds the persona that he "bore the blame" for all human guilt by taking human form and suffering the Crucifixion is he properly humbled and prepared to accept the love he so desperately needs.  The poem ends not on the painful spectacle of the Crucifixion, though, but on the joy of Communion, a celebration of God's love.  After being exhausted by relentless, self-doubting questioning and gently overwhelmed by a divine figure who will not be outsmarted in debate or denied in love, the persona announces his capitulation and assent in a simple, monosyllabic assertion—"So I did sit and eat"—that is characteristic of Herbert's dramatic art of understatement.  To say the least, this is no ordinary meal. In fact, it marks the intersection of the ordinary and the extraordinary, the human and the divine, desire and fulfillment.

B. In "To the Virgins, to Make Much of Time," Robert Herrick looks to the natural world for a host of symbols that allow him to effectively make his case to his virgin readers. Explain?  (25 minutes)

Answer:

In "To the Virgins, to Make Much of Time," Robert Herrick looks to the natural world for a host of symbols that allow him to effectively make his case to his virgin readers.  The poem's opening stanza presents the rosebud as a symbol of experience, specifically, the experience that involves falling in love and losing one's sexual innocence.  Note that the flower is a "bud": a soon-to-blossom rose that, hopefully like the virgins themselves, will no longer hide its beauty from the world.  Herrick's use of "smiles" (rather than "blooms") emphasizes the joy that will accompany the virgins' own blossoming into wives.  That "same flower," however, will be dying "Tomorrow"; the speaker does not literally mean the day after its blossom, but is compressing the life of the flower to a single day to emphasize the short time nature allows all things to live (like the "proud dictator" mentioned above).  Time is personified as "Old" yet "flying"—a paradoxical notion since "old" does not suggest the speed associated with "flying."  In comparison to any mortal thing, however, time is, in a sense, both "old" (having existed forever) and "flying" (a person's youth passes quickly). The rhyming of "flying" (suggesting the quick passage of time) and "dying" (suggesting one's removal from time) reinforces the idea that time moves swiftly to one clear and unpleasant end. 

As the first stanza presents rosebuds as symbols of marital experience, the second offers the sun as a symbol of the unstoppable progress of time.  Calling the sun "the glorious lamp of heaven" emphasizes its beauty, yet, like the "flowers" of the first stanza, the beauty here is ephemeral; eventually, the sun will set and leave the world—and the coy virgins—in physical and emotional darkness.  As Herrick compresses the life of a rosebud to a day, here he does the same with the span of the virgins' youth.  Of course, nobody's youth lasts for only a day, but measured against a span of time as long as a human life, youth is certainly ephemeral and short-lived; it seems like a single day in retrospect.  By speaking of the "race" that the sun runs every day, Herrick again stresses the "flying" speed of time: "And neerer he's to setting," the speaker warns, hoping that the virgins will see the symbolic importance of a common natural phenomenon.  The rhyming words "sun" / "run" and "getting" / "setting" emphasize in the reader's ear this notion that time moves quickly and without any possible impediments.

The third stanza marks a change in the speaker's approach: while the first half of the poem uses symbols to make his point in a less obvious way, the second shows an increased earnestness on the speaker's part which is conveyed in a more direct and even threatening tone.  He begins by telling the virgins that they are in the "best" age of their lives, "When youth and blood are warmer."  The idea of "warm-blooded youth" is a commonplace; young people are said to have "warm" blood because of the intensity of their emotions. However, such a remark also suggests that human life is a gradual frost, a dropping of bodily temperature and emotional excitement that ultimately results in death, when a person is, quite literally, physically and emotionally cold.  The rhyming of "first" with the eventual "worst" stresses this inevitability.  The second half of the stanza suggests that the "age" of youth will be "spent": everybody has a finite supply of youthfulness that can (and undoubtedly will) be used up.  Once such a supply is depleted, all a person can expect are "worse, and worst / Times." Rosebuds die, the sun sets, blood turns cold; the innocent virgins are no longer being coddled by the speaker, who bluntly informs them that the sands in their biological, marital and emotional hourglasses are spilling faster and faster.  Again the rhymes stress the point: one's "former" age is "warmer" than the one to which she is rapidly moving. 

By the poem's end, the speaker has moved away from his initial use of nature as a means of persuasion to the language of direct command.  The lines, "Then be not coy, but use your time / And, while ye may, go marry" gain force from their thirteen monosyllabic words leading up to "marry" and recall the idea that youth exists in a finite supply: like anything else that can spoil with time, youth must be "used" in a very practical sense. The speaker's commands can all be reduced to short phrases ("be not coy," "use your time," "go marry"), emphasizing what he sees as simple, undeniable truths.  But this speaker is still not satisfied that he has made his point, so he resorts to sarcasm: "For, having lost but once your prime, / You may forever tarry." Once you have passed the window of opportunity, when your physical beauty has faded, the speaker argues, You can delay all you like--because no one will want you.  "Marry" now or "tarry" later is drummed into the virgins' ears by way of rhyme.  This may irk or offend some readers, who find the implication that physical beauty is crucial to a woman's finding a husband to be chauvinistic or even barbarous; however, many readers would agree that during one's youth, physical attraction can often lead to relationships.  Beauty may be what initially brings two people together and beauty will indeed fade—but, with any luck, the marriage will not, and if the speaker feels the need to resort to language more direct than that of his opening stanzas, surely he is doing so to make what he sees as an important point. 
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