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e Mirrors Mirr!ring': Francis B)% :2 angd Marvel\l's "Upougpleton House!! ,

This thesls proposes a.Baconian reading of Marvell's '

"Upon Appleton House", Bacon's theories; particularly .

of language and the 3radition of knowle&ge, are adduced

as foundations for reasoning -and starting points for

investigation of Marvell's poem. A Baconian-Marvellian

hypothesls can at best claim only an experimental validity g

however, as Marvell's eclecticism argues against any single
. source -having prior claims to ionsldera.tion. Nevertheless, |

Bacon's influence ig seegx as pervasive and 55 providing -
- for the poems internal coherence., . .
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Mirrors Mirroring: Francis Bacon and Marvell' "Ujpon A_ppleton House"
. “.r ’ *
! . . Cetbe thdse avance une 1nterpréta’qf.on ‘du podme

Nt

) > , o ) "Upon Apgleton House' de Marvell, ’dana le cfadre

‘ de la phﬁosophie de Francis Bacp/;. Cette perspective

o ) se bage principalement suy les idées de Baoon relatives

‘ / ' au langage et A la transmissiox; des connaissances hunmaines.
’ ' ' L'esprit changeant et éclectique‘\du podte cependant .
oppose l'appllication méthodi ,(le d'un systdme philosophique
au podme; et nous ne nouirona/ donc qu'établir un certain
r‘approchement entre le philpso;phe et 1'oeuvre poétique.,
Néanmoins lee principes Baconiens illuminent le sujet
traité par Marvell et, font ressortir la cohérence du podme,
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This thesis proposes é Bacomian reading of Marvellfs
"Upon Aépleton House". Bacon's theories, particularly of ...
lbnguage.and the tradition of knowledge, are adduced as \\\
foun@gtions for reasoning and gtarting points for investi-
gation of Marvell's poem. A Baconian-Marvellian hypothesis
can at best claim only an.experimental validity however,
as Marvell's eclecticism argues aninst any single source
having prior claims to consideration. Nevertheless,
Bacon's influence is seen as pervasive and as providing
for the poem's internal coherence. “

v




Rt bl B ol il

AT TRGET ey

COTE R FATR TR R e s T

TR e e

~ \Introduction = —
- When Marvell wroté\CUpop Appleton House"™ Bacon's

influence dominatede.the §Q§entific and philesophical spec-
‘ulations of the day. Yet the possible correspondence of ‘
Bacon s natural sciénge w1th N:rvell s views concerning ’
nature and his reflections on the use of man s cognltlve

faculties has never been investiated. . .

This thesis proposes a Baconian reading of "Upon.Apple- s
ton House"™. 1 will be primarily concerned with Bacon's
views on language and the tradition of‘\knowledge. B4t this
specific intention can do no more than suggest a special
emphasis. A Baconian reading must trace' the broad outlines
of Bacon's philosophy and deal particularly with a number
of individual topicss for example, Bacon's théqry of =
idols, Bacon's theory of signs and of memory. The reason
why these topics must be individually consulted lies in
the fact that the§ are closely interrelated:. they are sep-
arate but partial illustrations of Bacon's new inductive
method for the discovery of forms and are therefore them-
selves better understood .within the framework of a general
exposition of Baconian method.

I'suggest the%advantages of the proposed analysis are
two~-fold, combining diverse and frequently adopted attitudes
and metﬁodological approaches to the poem. . Faced with a
work plentiful in sources and suggestive power, but broken
by frequent nanfative:interrup%ions and perspectival shifts,
some criticsl have opted for a 'wide-angle' presentation
that reflects the divensity without‘attehpting to overcome )

153,

' 1Joseph H. Summers, Introduction Andréw Marvell,
(New York: Laurel Poetry Series, 1961), pp. 17-25, and,
D.C. Allen, Image and Meaning, (Baltimore, 1960), pp. 115-
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( 3 ’ the discontinuity. Otheps2 in trying to lend someqfi;ﬁfe
of direction and discipline to the poem, have -been forced
to confine their studies within more or less narrow limits.
As Rosalie Colie has observed:

,..Ccritics seeking to illuminate a particular aspect,
) line or tradition of the poem, have legitimately
ignored its elements that were irrelevant to their
particular concerns.j’ .

™ The preceeding hasty condensation is of course not an ex= ;
' haustive summary of critical at;itudes-and procedure, but

‘ igs meant to identify the methodological advantages that, I
suggest, may be combined in a Baconian analysi%. A contin-
uous and consistent reading that nevertheless respécts and /

! employs the diversity of the poetic material is the antic-

'ipated result. It would be absurd, however, to contend

that "Upon Appleton House" is a. Baconian ménifesto, Just

RS

as, in my opinion, it is absurd to argue that the poem is
‘really about? Hermengrismegisthus. All, that the critic
can legitimately expect from his pursuit of a particular
concern is that it should draw from the quarry of sources
and historical circumstance materials that add a few pieces
) to’the puzzle of method and meaning. This is not to say
that a Baconian reading would ih any sense be a critical
posture of limited ingighﬁ. On the contrary, the iésues
that fascinated and prgocéupied the great Lord Chancellor
are directlﬁgghlated to Marvell's foréemost topical concerns.
Mgreover, because the ebistemological and Ghtologiéal
problems presupposed in Bacon's idea of_met?od are characteristic

.

2 . : .
Donald Friedman, Marvell's Pastoral ART , (London
Routledge Kegan Paul, 1070} 5o T00-255, sd- waren Sophie
Rgstvig, "Upon Appleton House and The Universal History of
* -~ Man", English Studies, XLII, (Dec.), pp. 337-35L.

3Rosaiie Colie, My Ecchoing Song, (Princeton: Printe-
ton University Press, 1970), p. 15% . ‘
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of: his age, a close Baconian interpretation, though 'spec-

ulative', might yet succeed’'in revealing by analogy how

the poet's methods work in furthering his purposes.
It is not my intention to vindicate pertinent Baconian '

‘“theories from imputations of pretence or’'simulacrum, nor

otherwisé to attempt to salvage Bacon's oft-assailed reput-

ation as an important philosopher. I Jpropose to show how, '
as parts of the working machinery of a comprehensive scheme, .
Bacon's ideas might contribute to a systematic and clogent

reading of the poem. For example, the 'idols of the market

place' disclose Bacon's belief in the corrupting influence 0
of language on thought. The doctrine, indeed, is shared by

several empir:iéists, notably Shaftsbury and Berkeley. But

'what of Bacon's conviction in the positive aspect and

function of language? In order to elucidate it, it is nec-
essary to describe beforehand his new inductive method

for the discovery of forms, and consequently all vicious
mental dispositions (not those of the market place only).
Why is it important? Because language is for Bacon instru-
mental in thF tradition of 'knowledge. How does this relate. ) j\
to Marvell's poem? Marvell, like Bacon, is interested in

the problem of rehabilitating Man and the sciences of Man,

and historical circumstances, together with the prescrip-

tion of the panegyric form in which he writes, reqﬁire

that he effect a transfer of-the virtue and knowledge of
Fg,irfax to Maria. Actually, the relevance of Bacon's 'logic
of\ ingtruction' has a more immediate impact than the cele-
bration of Fairfax and Maria would of itself suggest. The
need and readiness to pralse is in my view subordinated to

the more urgent necess:.ty to teach and to learn. Accord-
ingly, though the autobiographical character of the 'meadows'’

and *woodlands’ episodes has always been recognized, I ‘

suggest Marvell's self-porirait is ;'.mpresséd on the entire

@
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, poem. Fairfax and Maria, unlike the speaker and his read-
ers, cannot ask for greater elevation and dignification.

It is in the speaker's 'voyage of diécovery' (a Baconian
‘epithet) that Bacon's method and Marvell's aspirations are
mutually illustrative and supportlve of sustamed and ‘coher-
-ent progressions. -

Bacpn's theory of language is a 's:Lgn' theory. Sign

*theories do not begin with Bacon; they extend continuously
from classical antiquityk to the Renaissance. I feel obliged,
however, to credit Renaissance thought with certain innova-
tions.  Firstly, the classical sign theory is based:on the
auditory impression created by verbal signs:

Formulated by St. Augustlne. this theory rests
on the view that signs are fundamentally verbal
in nature.4 - ,

For Bacon, language, that is, words, belong to a vmore\ gen-
eral category ,of signs and the emphasis is decidedly on
their wvisual or 'gestural' quality. This empﬁasis is use-
ful in dealing with Marvell's poetry,! which communicates b
through images, by means of pictorial instead of phonetic
signs. Secondly, in the tradltlonal)sz.gn theory of scho-
lastic philosophy signs point to non-sen31ble realities
prior to objects in the order of being;

- And, notwithstanding the scholastic demand for

a theory of cognition explaining man's knowledge
of the world of nature, the object to which._
medieval thinkers normally addressed themselves
was the world of spiritual reality, with preem- ;
inent attention to God.5

In Bacon's view signs attach exclusively to a matgrial
'*Universal Fabric' which through the ministrations of. sensle 3
and the operations of judgement might be more clearly

L!Marciam. Colish, E%f*g Mirror of Lgﬁgg_ggg, (New Haven, e
Yale University Press, 1968), p. viii. \

Srvid., p. 1. , \ L

]
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peérceived. Evan where Bacon's opinions and traditional
sign theory appear to bear comparison, the referential «
background of Bacon's method sets an old conceptual tool

to new tasks. His treatment of the commemorative aspect

of language is a case in point. Both Bacon and tradition-
al Christ}an thought reject the platonic doctrine of
reminiscences. For both, language "reveals to the subject
a knowledge of the object which'had previously been intro-
duced into the mind by the object itself."6 Bacon's rhet-
ofic, however, does not consist, as does that of the School-
men, in simple accuracy of verbal formulation in connec--
ting the sign with the object tp be evoked in the mind of
the subject. 'Loci', or artificial, logical places of
memory, both decide the approgriateness of signs and their
usefulness as instruments for the domination of a recal-
citant, resisting nature. Choice of materials accumulated
from the observation and experience of reality therefore

is based not only on the persuasive conveying of axioms

of greater and lesser generality or utility, but the very
objects and directions of continuing inquiry into nature.
An exposition of Bacon's rhetoric is therefore essential

to a description of his method. This facet of Bacon's
thought again bears directly on Marvell's interest in teach-
ing, learning, and the tradition of knowledge. As we shall
gee, the speaker's rehabilitation consists not only in
achievement of conceptual and verbal precision, but in a
method and a willingness to observe and prod the possibil-
ities of nature. Proof begins with seeing and experiencing,
not with the assumption of fixed 'positions' for conten-
tious arguﬁentation. Colie keenly discerns Marvell's open-

Q

6Ibid. » D5 ’




ness to experience: 0)

There is something tentative about the way
the poet moves through his landscape and
through his poem, writing as if he were
actually living the scenes and experiences
that are his subject, as if he were himself
uncertain of what was about to happen next,
or how an incident might turn out, or how it
ought to be understood or 1nterpreted 7

Bacon's hostility to the static 'positions', or false prbofs,
of scholastic rhetoric corresponds to an iﬁportant charac-
teristic of Marvell's mind and poetry. As Marvell's
frequent use of the dialogue form indicates, contrasting h\)
poihts of view and relative moods are for his imagination'
never static; dialogue and argument are always the vehicles
of a dialectical progression aimed at resolving oppositions. P
This also, incidentally, argues in favour of a unified ’
interpretation of the poem. :
{ In Bacon's method, the emblem conspicuously stands out
ﬁoth as a classification of linguigtic 'utterance' and as
ah\instfumenthin the tradition of knowledge. It is also - (:>
useful in penetrating the subject of Marvell's ‘1magery.“ﬂﬂ
Bacon maintains that the function of the emblem is to lead
intellectual principles onto a sensory level in. order that

v they might be more Eeadily apprehended. Again, perhaps
Bacon s idea of emblem is not unique. The concrete symbol- .
ism of abstract ideas is typical. of the-Renaissance. But
the emblem's Importance as a feature of Bacon's method
redeems its second-handedness. According to the precepts '
of his 'scientific logic', the emblem is not only the
rhetorical garment of thougﬁt;but the very vehicle of thought.
Belongihg to the general c;;egory of signs, it is also a
'language': Maria, the Halcyon,Thwaites, Fairfax's garden,
the 'double wood', the lane 'passable and thidn', are just
such non-verbal, gestural signs. Why must intellectual

7Colie, p. 182. _ ' |
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principles be brought onto a sensory level? Because sense
experience is the foundation of knowledge. What benefits
result from so concretizing the abstract? The edification
of Mdn. Bacon adopts Plato's observation that "Virtue,

if she could be seen, would move great love and affection."8

This role, of making abgtraction sensible and therefore
apprehensible, is précisel§ the .undertaking of emblems.
Quite apart from Rosalie Colie's discovery of traditional
pictorial and emblematic keys in her historical study of
the surrounding cultureg, the principles underlying emblems
are of general bearing on the poem.' Emblems reiuce the
abstract to the concrete while insisting on the continuing.
Signiflcance of the abstract meaning. Marvell employs
this technique in converting conventional symbols into
literal truths; for example, the 'sybil's leaves' are read,
by the Prelate of the Grove in the woodlands, in other
words, traditional images of prophecy are identified as
ordinary forest leaves. The-symbolic reference is inten-
sified as these heraldic forms are actually placed along8139
things normally contained in the empiricist's field of
vision. Marvell's way of reifying the ideal points not !
only to an awareness of sources but to g poetic self- .
consciousness that inquires into the nature df figurative
meanings and how they are created. Commenting on the reflex-
ive character of Marvell's images, in the particulaf’casé
of the 'garden’ metaphor, Milton Klongky has obsenyed as
follows: l .

But there is still a deeper involution of in-

sight, as though a mirrored eye should sé€e

itself seeing itself, for this image of

Marvell's is the reflection of a similar 1Hage 10
from Plotinus' Enneads, the image of an image...

5 .

¥

8F.H. Anderson, the Philosophy of Francis Bacon, (New
York, Octogon Books, 1971), p-. 123.
dcolie, pp. 181-294 |

10yi1ton Klonsky, "A Guide Through the Garden", Sewanee
Review, LVII (Winter, 1950) p.l6
‘_—T—-—
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representative cast, kfbr the poem itself is an image.'

A hypothesis on the interrelationship of the organs and'
the objects of perception emerges from the poet's conscious-
ness of his awareness. Considered epistemologically, the
issue of Marvell's introverted. imagery is chéﬁged with a
peculiar force, a paradoxical necessitys because tﬁe

mind mirrors nature, nature is herself 'art's mirror':

+the clearest perception of this reality is therefore, for

the poet of- knowledge, to picture the mirror's mirroring.
Figures are in consequence literalized, the ideal reified,
and "Upon Apbleton House" takes on in sharp outline a 11

It may be that the embyem is thus made t6 bear a:
heavy load as a key to understanding the poem. Emblems,
it is true, are thought of as compact miniatures and "Upon
Appleton'House"Usprawls across some seven-hundred lines
of verse. But the idea underlying the emblem yet strikes
at the very roots of the poem's descriptive sensibilities.
In contrasting the general features of "The Garden" and
"Upon Appleton House", J.B. Leishman has commented as
followss . o

..+ between "The Garden" and "Upon Appleton House"
there are some real affinities, and stanzas from

the shorter poem mlght well have been incorporated
at various places in the longer one. Nevertheless,
while there are certain dialectical or argumentatlve
passages in "Appleton House", passages in which

the visual and the conceptual, the dialectical, and
the descriptive, are combined in much the same way
as in "The Garden", "Appleton House" still. remalns
primarily a descrlptlve poem, a catalogue of
delights, while in "The Garden" description is
throughout subordinated to argument, is essentially -
illustrative.l2

The critic's remarks on the descriptive type.of insight at
work in "Upon Appleton House" are echoed by Colie!'s

»

v

l1pid., p. 16.
12

‘J.B. Leishman, e Art Of Marvell's Poet » (London:
Hutchinson & Co., 19653, p.292. -

¥
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(0 observation: "The houselgoep is a coherent series of
pictorial descriptions."
o A word, on Marvell's use qf 'baroque’ techniquéé hight
' assist in shedding more light on this descrlptlve tendency,
Marvell employs anamorphosis both to disrupt and shape his
reader's perspectival assumptlons.l The relativism to
/which this gives.rise points to impcrtant issues in Bacon's
philosophy as it relates to learning and the comhunication
of knowledge. Bacon believes that the emancipation of the
" intellect is impeded by man's tendencies to construe wisdom "
i as traditional opinion and to hastily project conceited
human 'anticipations' upon nature. His method, especially
as it may be 'observed in his refutation of prior philosophies,
carefully dismantles fixed attitudinal structures just as
Marvell's special effects estdblish "that fixed interpreta-
tions, of the world, of experience, of man experiencing,
. are always risky undertakings, to be ventured at one's
- " peril."15 :

Anamorphic art suddenly concentrates its energies in-
ward. It consigts of juxtaposition or suﬁerimposition
rather than extension, and is formed of contiguous rather
than continuous parts. The following stanza usefully |
illustrates these features:

7 They seem within the polisht Grass
A Landskip drawen in Looking-Glass.
And shrunk in the huge Pasture show
As Spots, so shap'd, on Faces do.
Such Fleas, ere they approach the Eye,
In Multiplying Glasses lye.
' They feed so wide, so slowly move,
As Constellations do above.l6 l .
© (LVIII)

1

13 Colie,‘p. 196.
% 1pig, pp. 205-211.
5 Ibid, po 183.

16 All 'quotations and textual references are from H.M.
?ggfgllogthi Andrew Marvell, (Oxford: The Clarendon Press,
vo .
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The technique is here not simply visual but optical,
and has for effect the total immobilization of the machinery
of nature, of space and time. The elements of narrative
action abruptly lose fluidity, the scenes grind to a halt-
ing still-life, the poem is a picture. The epistemological
1mpllcat10ns of this readiness to plcture scenes,  and the
presupp031t10ns concernlng the natural world on which 1t
is based, add, I suggest, a further dimension to the general
principles within which some critics have framed the poém.
According to Donald Friedman, for example, the poem stands
for the process and concept of metamorphosis.17 In the -
rapid, abrupt, and sometimes chaotic shifting of intellect-
ual and physical lodation. this critic rightly perceives
the continuous seasonal transformations’'of nature. But the
frequent 'frozen' moments indicate, I éﬁggest, that nature
is not simply change, Man and society are therefore not )
subject to the unconégious will and control of a completely
natural law. The wofid‘is a flux consisting of ﬁolar
oppositions, metamorphosis and stasis, between which
oscillate various types of meaning and of truth. Indeed, I
would urge that in the figure of Maria, stability is seen
as the ontological end of action. Colie's reflections on
the Maria episode‘strongly suggest phis position:

What had fluctuated is brought to stasis,As the
halycon-glrl stills the fluid scene; the rapidly
changing elements of earlier passages, the lapping,
relaxed particulars of the river scene just before
Maria's entrance, are at this point all arrested,
frozen into a moment of still life, caught in an
instant of immobility as a-painting catches its
shifting actuality.18 ,

This stability in turn implies the sovereignty of human
faculties, methodically informed, over things, and this,

|

17¢riedman, p. 231
18Colie, p. 20%. ‘

.
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as we shall see, is not only the goal of Bacon's philosophy
but the vehicle of a reading of the poem as disciplined
and puEposeful. Ultimately, Friedman himself tentatively
endorses this approach, without, unfortunateély, elaborating
it: ' !
If there is any resolutlon (to physical and R
moral fluctuation) it is in the metaphors "

themselves that form the substance of "Upon 0
Appleton House."19

Ann Berthoff pegards "Upon Appleton House" as a typical
production of Marvell's allegorical 1mag1natlon.20 This
view, as she is herself well aware, is perfectly consonant
with the 'moralized picture' of emblem. But~allegofical
and emblematic’ concerns compete for methodological pree-
minence with the rest of Marvell's technical equipmentQ
Pictorial effects, as we have seen, are encouraged by
anamorphosis. Rebus too,. combines visual®and intellectual
perception:

An emblem shpuld not be confused with the rebus,

as it is by Hartman (Marvell, St. Paul, and the
Body of Hope, pP- 187). A rebus is a visual pun
akin to such symbols as Dickensian names, word-
play made visible.> The semantics of the rebus'is
absolutely different from that of the emblem, which
always has a temporal ambiance.Z2l

The rivalry, however, is friendly in furthering the same
ontological purpose, and is in any case resolved in the
Maria espisode in such a way as to make any difference
appear semantic only, that is, consisting in the presence

.of a temporal ambiance serving to unite the emblem with

the surrounding narrative on the one hand, and in the

absence of this ambiance lifting anamorphic passages above
the literal surface on the other. In either case, however,
the result is the 'illud tempus' of a motionless(actuality.
The Maria episode marks the total dominationlpﬁ the emblem

\

,
/

‘ .
19 Friedman, p. 246 . N
Ann Berthoff, The Soul, (Prlnceton-
Princeton University Press.‘l970 Pp.3~-33.
211bid., p. 25. y ‘
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of the surrounding narrative, detaching it from the rest
of the poem and lending it an anamo}phic quality (that of
separation from the narrative matrix).
The above passages point to the areas where Bacon's

method might“%e useful in understanding Marvell's poem.
My aim will be to offer, even if only in synthesis, an
outline of the different ways in which Marvell's art is
used to express the relationship between the individual
and reality, between history and nature, between the ancient
and the modern, as proposed and elaborated in Bacén's method.

| Before proceeding in the following two ¢hapters to
an exposition of Bacon' s method and to a Baconian inter=-
pretatlon of the poenm, 1t mlght be useful to examine as
background the themes, motifs, and structure of "Upon Apple-
ton House" , for it is Marvell's longest and most complicated
production.
] The poem is both the account of the peripatetic poet's
day-long' stroll over the estate of his employer and a
panegyric written in honour of Lord Fairfax. The poem has
frequently been criticized as rambling and discontinuous,22
yet 'episodic' might be a more apt description because ,
the poem is clearly organized into six distinct sections.
The first (stahzas 1-10) describes the house and its master,
1ntrodu01ng the major theme of hum!llty and the presiding
idea that outward form or appearance indicates moral
quality in varying degrees. i.e., Fairfax's house is
chauvinistically praised above that of the 'foreign arch-
itect'. The second (stanzas 11-35) consists of a histor-
ical narrative relating the history of the house and the
geneology of Lord Fairfax. The moral concern takes the
form of a justificatignlby lawful violence of the man of
action (which incidentally vindicates Lord Fairfax's title

2 Golie, pp. 181-191. i
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t0 the estate and more closely associates the man with

the house). The thirld section (starizas 36-46), a descrip-
tion of Fairfax's garden in peculiarly militaristic terms,
is no doubt a compliment to the Lord's celebrated rule

as a general. Subtler meanings are implied concérning

the five senses, theprelapsarian garden of Eden, and England
in her political aspect during the civil war. In the - |
fourth major division of the poem (stanzgs 47460) the

‘poet moves on to the very complicated 'meadow' episode and
1

relates the death of a rail at the hands of a careless
mower, the rural\celebrations of the mowers after their
work is done, and “the subsequent flooding of the meadow.
The episode has political, social, and psychological over-
$ones in many casual, apparently gratuitous comparisons of
yet striking, almost oxymoronic effect. The fifth episode
comprises the retreat from the flood to the higher wooded /
grounds. The biblical and ph}losophical implications of
the flood are emphasized by the specific identification

of the sanctuary as a 'green and growing ark.' The occasion
is also one ofcdispropoikionate sensory activity or grati-
fication of the sanctuary activity or gratification where-
in the various orders of nature are personified as incarn-
ations of the poet's own perceptual and intellectual
faculties. The\gonclusionhof the poem consisfs of an
elaborate compliment to Fairfax's daughter Maria and in
keeping with the theme of humility, a biting self-criticism
following uponfthe excesses of the woodland's im;erlude.%“J
Obviously Maria's triumphant presence 'is. intended as a
solution to the disorders of the woodlands and meadows
stanzas. . ;

The poem is of course concerned with describing, or
recreating in a celebratory act, the house and estate at
Nunappleton. The opening stanza clearly introduces the ~
reader to the 'sober frame' not merely of the house, but

]
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(%ﬁ of the poem as well. The comparison of a building with ’

\ a poem, the architect with the poet, was a favourite with
Marvell's contemporaries Herbert, Crashaw, and Davenant.

. The disparaging comment directed against the *'Forrain
architect' has in fact generally been taken as a reference
to Davenant and to his epic Gondibert, of which Marvell
was notoriously contemptuous. Though pointed and specific,
the gibe is topically pertinent and related to wﬁat may

! be the ‘moral of the story.' The most prominent feature

of both house and poem is the unassuming humility of a
divine economy. . |

Let others valnly strive t'immure .
The Circle in the Quadrature!
These holy Mathematicks can

. In ev'ry Figure equal Mah.

(VI)

The theme of humility is 111ustrated by motifs whlch,,ln

. their broadest outlines, expand on the significance of .
\(“} 'appearanceé: throughout things are characterized, identi-

| fied and delimited by outward form, the man by his
decorously designed house,/the birds by their 'equal

. hests', the tortoise by his shell (man by his body), the
salmon-fishers by the equipment of their livelihood, the

(///ﬂw created world by the 'dark Hemisphere', poetry itself by
L normative principles of form and design, the human psyche
S by a proportlon and harmony which 1t enjoys (or should

renjoy) with 1ts environment. Each ma jor section of the

poem is introduced by a dominant 1mag§, the first by a

house, the meadow by an abyss, the woodlands by a green

and growing ark, the garden by a fort, and the resulting
overriding impression is that images rather than things /
, are béing described. This is not imitative art 1n the ‘
Aristotelian sense but art whlch describes descrlptlve
processes, which qualifies ‘nature' as a combination of

s
v
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empirical observation and métaphorical expression. In
the meadows section, for example, the Vvarious episodes
are called 'scenes' which 'turn with Engines strange’,
the cattle *'seem within the polisht Grass, A Landskip
drawen in Looking=-Glass®' (lines 457-458), and further
microcosmic compressions indicate that the whole is in-
deed a 'little world made cunningly'. How else could
such ostensiblj~disastr9ps events as the death of the
rail be dispelled as mere 'pleasant Acts'? Very solemnf
inferences are managed with an almost unconscious ease

and then shuffled aside in the masque-like procession S
of %mages: )

Or sooner hatch or higher build:

The Mower now commagds the Field;

In whose new Traverse seemeth wrought

A Camp of Battail newly fought:

Where, as the Meads with Hay, the Plain ,

Lyes quilted ore with Bodies slain: I

The Women that with forks it fling,

Do represent the Pillag}ng.

(LIII)

-Although these upheavals are rendered innocuous .by the
microcosmic reality of the poem, deliberate efforts are
made to relate the microcosm to the macrocosmic universe, .
especially in the final two stanzas of the poem. (The
little world at Nunappleton is said to contain the same
items as the greater world though 'in more decent Order
“tame'. As Marvell's frequent references to dark hemispheres,

Antipodes, and constellations suggest,. the macrocosmic
universe provides the referential background without

which Nunappleton would be destitute of all particularity.
Moreover, the poem represents Marvell's greatest project
and is replete with epic overtones; it is clear that the
poem, though modest in size, is ambitious in formulating

a comprehensive world view. Besides, only the most splen-
did type of panegyric would be suitable for a man of Fairfax's
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stature and dignity. Specific evocations of the Aeneid
are provided where, for example, Marvell writes 'Of that
more sober Age and Mind,/ When larger sized Men did stoop/
to enter at a narrow loop.' (lines 24-30). The reference
is to Aeneas entering the tiny rustic dwelling of Evander,
there to learn the lessons of humili1:y.23
The poem's poetic centre is located in two very

unassuming couplets which appear to serve a purely decorative
purpose: in fact they constitute both the physical and
underlying conceptual topography of the piece.

*Art would more neatly have defac'd

P

.t What she had laid so sweetly wast;

‘In-fragrant Gardens, shady Woods,
D&ep meadows, and transparent Floods.

(X) |
Montaigne, whose ideas and attitudes may have influenced
'Marvell,zu had very definite opinions on the opp031t10n
of art and nature.

We cannot erre in following Nature very rawly
and simply. I have not by the power and vertue
of reason corrected my natural complexions, nor
by art hinderedmine inclination.25

Montaigne's argument is also the justification of that
pastoral, sensual love poetry, and of its exponent, Saint-
Amant, for which everything is permitted because nothing

is by nature forbidden: But Marvell always closely
scrutinizes and recapitulates the significance of his prec-

" edents, and I do not think that' "Upon Appleion House" can

‘art' of Maria is clearly praised as a law and a model

P incorporated into thie ethos of lotus-land. Moreover,
the
for mankind to follow. The significance of Marvell's lines

']

23 john Wallace, Destiny His Choice (Cambridge Univer-
sity Press, 1968), pp. 241-243.

/2% golie, p. 182-184. L

25 Michel de Montaigne, Essays, (New York. Everyman
Edition, III, 1948), John Florio trans., p. 316
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therefore gdepends on the meaning assigned ‘art' and
'nature'. The problem involves disco%ering the right art
and 'the right method for understanding nature.

We may readily perceive the elaboration and logical

development of the relationships of art and nature begin-
ning with the passage relating the history of the house

as nunnery. The nuns seek to refine nature in both a -
physical and a spiritual sensé (XXII). Their diShonesty
and artifice is repeatediy evinced by the use of cgsmetic
imagery (XIV). .The condemnation of deceitful wiles belongs
to the whole poem  as the indictment is.repeated at the

end in connexion with the overriding concern of humility:

Go now fond Sex that on your Face
+ Do all your-useless Study place,
Nor once at Vice your Brows dare knit .
Lest the smooth Forehead wrinkled sit: ?
Yet your own Face shall at you grin,
Thorough the Black-bag of your Skin;
When knowledge only could have fill'd
And Virtue all those Furrows till‘d.

{LXXXXII)

The nun's happihess is shown to be fragile and illusory

when, as in a fairy tale, it disappears when Gonfronted

with the lawful and providential violence of William Fairfax,
and Marvell very effectively impresses upon the reader the
opposition of the nuns idleness with his hero's purpose-
ful beneficial, and socially consequential action (XXXI).

The nun's only weapons are their 'tongﬁes', a useless and
foolish rhetoric which only d issembles wisdom. As we

shall see, their use of language is in stark contrast to
Bacon's active and functional 'loéic of instruction.'

The subtle challenges to Lord Fairfax's deliberate

'retirement from ‘l:he,world.l initiated, in the Nunappleton

episode by implied comparison with the fateful actions of
his ancestor, William Fairfax, are extended in the ggometric
garden-stanzas. The admonition is, of course, not peremptory

T
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_ what is outwardly- observable, are figures of perfecfion:

327-28) The protective shell of Fairfax's retlrement .

18

o ® £
and is couched in guarded terms suggesting the overriding
preeminence of a provident%al design. But the episode
neatly fuses philosophical observations on Fairfax's
seclusion with images of an,unpappy England in her political -
aspect.

Oh Tﬁou, that dear and happy Isle

- The Garden of the World ere while,
Thou Paradise of four S
Which Heaven planted usaso please,
But, to exclude the World, did guard
With watry if not flamlng Sword ;
What luckless Applé did we tast,
To make us Mortal, and the Wast?

*(KLIY
Like England, guarded with 'wat'ry swopd', the perfect
symmetry and order of Fairfax's garden, aiming a fort at
every sense, make it ilpregnable to attack from without.
Both England and the garden, from the point of view of

but both are fatally corruptible from within. The civir=
wars and Fairfax's qualnt pastoral antlcs are furthermore
skillfully conjoined in a root calse; +the unwillingness

of Fairfax to pursue hi% Qestiny relentlessly across the

havoc of war:

And yet their walks one on the Sod
Who, had it pleased him and God, ‘
Might once have made our Gardens sprlng
Fresh as 'his own and flourishing.
» But he preferr'd to the Cinque Ports
These five imaginary Forts:
And, in those half-dry Trenches, spann'd
Pow'r which the Ocean might command. (XLIV

D‘rplte the elaborate compliment to Fairfax, the tone of
" geometric garden episode is defensive and vigilant,
cohditioned no doubt by the civil wars, and in a broader
historical context, by the Fall itself: ¥What luckless

Apple did we taste,/To make us Mortal and The Wast ?' (1l-

I ‘ O i
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recalls the walls which fenc% in the nunts 'liberty’.

The nuns, true to their spiritual inclinations, refine
nature, combining its 'finest parts' in esoteric mixtures;
Fairfax;s garden is in a like sense artificial, a curious
imprinting of conventional values and human expectations

.upon nature.

The error of expecting nature to conformtto human
wishes is further explored in the "meadows" episode, where
Marvell is specifically concerned with the most notable
manifestation of human artlflce and convention, society
itself. The frustration of valn humanoasplrat18ns is “here
masterfully conveyed by a continued impression of moral
ambiguity.: In fact the ambiguity is perspectival as well
as moral: first the mowers are reduced in size, made tiny
even when compared to grass~hoppers; but these grass-
hoppers are giants and the mowers therefore at two removes
from ‘their ordinar} statures.(XLVII) The text itself is
no barrier to.the illusion as the poet is drawn into the
narrative structure in a startling incident. Thestylis
complains and accuses: 'When on another quick she lights,/
And cryes, He call'd us Israelites;' (lines 405-406).

And the erring poet is further objectified when the
independent voice of a narrator refers to him in the third
person: YBut now, t® make his saying true, Rails rain
for Quails, for Manna Dew' (lines 407-408). The per-
spectival shift is not capricious; the reader himself may
now legitimately ask whether he is Yin it or without'.

The rail incident can be read as an allegory of the
civil wars, and since the rail is called in French 'le
roi des callles', and in Italian 'il re de quaglie', the
murdered bird might plausibly represent Chques I.2 But
the tone of the passage remains in my opinion. indifferent’

26 Margoliouth, p. 285 (note #11. 395-6).
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to such an interpretation, the mawkish sentimentality
suggesting something more in the nature of parody:

Unhappy Birds! what does it boot

To build below the Grasses Root;

Wheni Lowneéss is unsafe as Hight,

And Chance o'retakes what scapeth spight?

And now your Orphan Parents Call

Sounds your untimely Funeral.

Death-Trumpets creak in such a Note, |

And ‘'tis the Sourdine in their Throat. /

(LII)
One may question the sarcasmjwhich makes ligﬁt of the
unfortunate cfeature's demise, but the cruelty is in
keeping with the moral ambiguity surrounding the mowers
'themselves. The peaceful activity of reaping is contin-
uously punctuated with unfortunate accidents or unpleasant
associations and the presence of the reaper Death is
pervasively felt throughout the episode.

The difficulty of reading the mowers passage as straight-

forward political allegory lies in reconciling the playful
tone with such weighty ma%%er. The flow of associations

is too éasy and casual, the georgic activities of the
mowers too delightful for the passage to stand convincingly
as a sober history of a scourge visited by God upon an
entire nation. On the other hand Marvell®'s "Mower Poems"
are not to be taken lightly and the mowers passage in
"Upon Appleton House" may simply be yet'another example

of irony (the greenness of the grass being less an ideal
bucolic incident than a mirror to reflect complicated
passipns). Marvell delights in describing the simple joys
of the countryside but the reader must keep in mind that
his garden environments' are hardly places where riches

are superfluous, enyy and ambition unknown, and peace and
happiness within the reach of all men. In aﬁy case, it is

‘the fundamental ambiguity underlying the entire episode

that resists unified interpretation. This ambiguity expands

]
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into chaos as the natural world irreverently sweeps
aside the 'great work of time' in the confusion of a
flood that works especially ambiguous or paradoxical
effects upon the face of things' (LX) and forces the speaker
to seek refuge in the higher, wooded ground.
As the speaker himself becomes the focal point of
the reader's attentions in the woodland's episode, contacts
with nature aremore immediate, spontaneous, and direct,
the ideas and images evoked, although following along the
same thematic lines, more prefound and disquieting.
Fairfax's geometric garden is an excellent model of
the defensive life of retirement which excludes the world
without;\the meadow treats the convention of society with
ironic ambiguity, revealing the sorry contradiction of
a life which purports to be both societal and ideal; in
his flight to the 'green' and ‘growing' ark, the speaker's
tone again changes from ironic ambiguity to the sarcasm
of unmasked satire (LXXVII-LXXVIII). The voice of the
narrator is put to specifically autobiographical purposes
as the poet escapes from the 'busie Companies of Men' of
the meadow and relates the flow of his protean transform-
ations spontaneously as t@ey occur. Just as the huge bulk
of the '"Trunk' as emblem of the whole wood (of Fairfax,
of Vere, and by way of platonism, of man) is thrust up as
a 'fifth element', so the elements of the idyllic retreat
merge peculiarly with the percipient mind which describes
them to create a single sentient environment or person,
a combinatiov of the various ordefs of nature, inc%uding,
Man:

Thus I, easie Philosopher,

Among the Birds and Trees confer: .
And little now to make me, wants

Or of the Fowles, or of the Plants.
Give me but Wings as théy, and I
Streight floting on the Air shall fly:
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Or turn me but, and you shall see
I was but an inverted Tree.

(LXII)
Marvell's retreat into the wood proposes yet another form
of .retirement from action, but although his flight is .

. occasioned by motives similar to those which cause the
nun's and Fairfax to withdrgw from society, the woodlands
episode very clearly represents Marﬁell's personal dilemma,
a conflict of self-indulgence and abstinence, and his
psychological insights *here take the form of vivid self-
scrutiny. The tone of the passage fluctuates from a delicate
balancing of irony and commitmeAT on the one hand "(LXXI-
LXXII) to an equally measured combination of irony and
sarcasm on the other (LXXVII-LXXVIII).

In the woodlands, though exposed to all manner of :
sensuous delight, one may be "ensNAR'd' and *fall® without
serious coﬁsequences. Our poet gnjoys a temporary spirit-
ual immunity, a momentary reprieve in which to fathom
his strong inclinations to pleasure and lethargy.

How safe, methinks, and strong, behind
These Trees have I incamp'd my Mind;
Where Beauty, aiming at the Heart,

Bends in some Tree its useless Dart;

And where the World no certain Shot

Can make, or me it toucheth not.

But I on it securely play,

And gaul its Horsemen all the Day. i

(LXXVI)
The experiment is typically twofold, consisting in part
of an almost pathological abandonment to pleasure, and
in part of a sustained intellectual and psychological
analysis that carries the idea of uniOp with nature to
its ultimate log}cal end. and enables it to achieve its

impressively in a trailing cope, is invested with all
the force of the vegetable universe and the folk wisdom

r S Ail ko
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-that it has fostered, but he alsd calls upon all the’
reSources and traditions of western civilization. These
stanzas contain the Baconian idea that nature constitutes
a second book 6f revelation, in which God's grand design
might be perceived by readers skillful in the wisdom of
interpretation. )

The tone of the 'Prelate' stanzas is only half-
serious and not nearly as sublime as that which might have
attached te so powerful a figure. Clearly, Marvell delib-
erately avoids presenting the idea embodied in this figure
in®highly serious vein, for the reason that he is suspi-
cious of the consequences of a complete surrender to the
forces of the vegetable world. Professor Rostvig sees
the woodlands episode, as she does each individual section
of the poem, as a type of perfection prefiguring the
heavenly kingdom.27 I suggest that Marvell, like Bacon,
is concerned with types .of mental and moral error which
amplify and more clearly illustrate the right ethical and:
intellectual disposition, symbolized in the poem by the ‘
excellence of Maria. In the concluding stanzas of the
meadows episode, for example, the speaker seems to me stupi-
fied and disoriented by his lethargy. The poet's retire-
men® too, like that of the nun’s and Fairfax, is ultimately ]
gonstricting and unsatisfacitory. '

But now away my Hooks, my Quills,

And Angles, idle Utensils.

The young Maria walks to night:

Hide trifling Youth thy Pleasures slight.

(LXXXII)
At the end of the brief fishing excursion it is clear
that the poet, as a 'Bank unto the Tide', is entirely the
y, creature of the poem, or rather of the ideal location which

1

b

27Rostvig, p. 347.
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it here purports to describe. But the fishing episode

1is very much a deliberate arrangement prepared in antici-
pation of Maria's intervention. Maria is obviously
Marvell's pupil and Fairfax's daughter, but the impression
She creates is rather that of an emblem. Maria herself
does nothing, and although she is gifted in the wisdom

of many languages, she says nothing. She is ushered unto
the scene much like effigies of the Virgin Mary were
transported about in small carts through villages and
flelds 1n medieval tlmes. There can be no doubt however
that she is intended to represent the presiding genius of
the place and the resolution of the enigmas, paradoxes,
ironies and comflicts of the poem. In defence of these
oft-assailed stanzas, although the conventional compliment
to the historical person neatly fulfills a requiremenf.of\
decorum, I will show how it is of far less importance
than the place occupied by this episode in the record of
Marvell's evolving éttitudes.

Just as the huge bulk of the 'fifth element' assimi-
lates the wood, thecommingled strains of Fairfax and of
Vere, and the platonic image of Man, Maéia too genealog-
ically and metaphorically is a 'sprig of misle to which
'‘on the Fairfacian Oak does grow.' ' Ideationally as well
she fulfills with logical continuity the till now unresolved
problem of retirement and action. Again her value is
largely emblematic for in fact the theme pertains spec:ij‘?-.a
ically to the person of Lord Fairfax himself, as was seen
especially in the garden episode. It is therefore appro-
priate that Marvell should cgnclude his disquisition on
retirement and action with the following couplet: .

While her glad Parents most rejoice,
And make their Destiny their Choice.

(LXXXXII)
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. Maria is Fairfax's daughter but she i$ also Marvell's
pupil, a child of Nature too but proleptically the nurse
of Nature, and in‘'her various historical aspects are
reflected topical concerns which, tq focus once more on a
favourite metaphor of the poem, appear as in glass or
simply as g glass:

But by her Flémes. in Heaven try'd,
~ Nature is wholly vitrifi'd.

(LXXXVI)
Nature, Man, and the sciences of Man were 'rude heaps'
negligently or perhaps even accidentally thrown together.
The estate and faﬁily at Nun Appleton (of which Marvell
is somethring of a 'member') is peculiarly more structured
and no two lines of the poem more pointedly condense and
redlize the erstwhile sprawling and somewhat diéorganized
panorama as the following designation:

You Heaven's Center, Nature's Lap.
. And Paradice's only Map.

(LXXXXVI) ,
If the poet's playground is indeed Heaven's céntre, the
precise local»situa%ion must surely be in the tiny micro-
cosmic figure-of Maria herself: =

*Tis She that to these Gardens gave

That wondrous Beauty which they have;

-She streightness on the Woods bestows;

To Her the Meadow sweetness owes; -
Nothing could make the River be

So Chrystal-pure but only She;

She yet more Pure, Sweet, Strelght, and Fair,

Then Gardens, Woods, Meads -Rivers are.

. (LXXXVII),
Because she represents the culmination of Marvell's
vision as a poet, the significance of her coming differs
not only from that which has preceded it in "Upon Appleton
House", but from all the realities and possibilities
explored across the entire canon of his works. On a super-

I
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ficial level Maria may be said to be roughly comparable

with Little T.C., and Friedman suggests that all the
disasters of mutabilify are implied in the picture we

have of this remarkable crea'ture.28 Nothing could be in
my opinion more foreigm to the sensibility of the poem™
in its description of Maria. Unlike little T.C., Maria

is not a palpable, fleshly thing but an emblem or paragon,

a reflection emanation og God as well as a creature.29
What is more, one might discern a deliberate contrast to ‘

T.C.'s glorious conquests in the following lines: ‘

Blest Nymph! that touldst so soon prevent
Those Trains by Youth against thee meant;
Tears (watry Shot that pierce the Mind;)

And Sighs (Loves Cannon charg'd with Wind;)
True Praise (That breaks through all defence;)
And feign'd complying Innocence;

But knowing where this Ambush lay,

She scap'd the safe, but roughest Way.

=

This 'tis to have been from the first
In a Domestick Heaven nurst,

Under the Discipline severe

of Fairfax, and the starry Vere;
Where not one object can come nigh
But pure, and spotless as the Eye;
And Goodness doth it self intail

On Females, if there want a Male.

( LXXXX-LXXXI)
This is no triumph but“a wise and skillful evasion of con-
flict and her cheerful, prefigured nuptials are very much
removed from the disasters of unrequited love. Maria's .-

’

social aspect 1is overwhelmihg;, represents a radical depart-
ure from the escapism which has preceded it, and spreads
admonition backwards :}n dramatic time to comprise  Fairfax's
geometric garden and ‘the nun's seclusion as wel} as the
poet®s more recent flight.

28 Friedman, pp. 243=244.
29 Rostvig, p. 348-51.
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There is no doubt that, quite apart from the immediate
purpose of the polite convention describing a ladxjs in-
fluence upon an evening landscape, Marvell intends the
Maria episode to evince a life of both ideal and societal ’
aspirations. The result is perhaps unique in his poe%ry.
Marvell clearly experimented with many formulas, but nowhere,
not even in the conclusion to "The Garden", is there one
as forward-looking and optimistic as in these stanzas.
The sujective and inward-looking speculations of the speaker
of "Phe Garden" are of the same kind as those of our poet
in the grove, but less passionately and immediately experi-

enced, and the grove here gives upon new possibilities

hitherto unexilored. The departure from theAspecious and
sensual satisfactions of the roué of "To His Coy Mistress"
and the grim fgith of the mystical lover of "™A Definition
of Love" is even more obvious:

Hence She with Graces more divine
Supplies beyond her Sex the Line;
And, like a sprig of Misleto,

on the Fairfacian 0Oak does grow;
Whence, for some universal good,

The Priest shall cut the sacred Bud;
While her glad Parents most rejoice,
And make their Destiny their Choice.

A LXXXXIII)
The vision is one of a return to normaley, to social
activity and responsibility, and humility in accepting’ the

“

numan condition and human history as embodiments of the
will of God.

The divine humility of Maria agrees entirely with
Bacon's conception of Revelation and with the position
which it occupies in his philosophy. The steps by which
it is approached in Marvell's poem, I suggest, also corre-
‘ spond to thﬁﬂprescriptions of Bacon's method. I have not

30 Anderson, p. 53.
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in this introQuctory chapter sought to ‘prove' these
assertions. Indeed, I recognigze thét thié thesis is not
really susceptible of empirical demonstration. Marvell's
poem will continue to transcend its poetic sources, and
even more completely exceed the influence of philosophical’
analogues. This thesis,” like Professor Rostvig's study,
is hypothetical in nature. I submit, however, that a
Baconian reading will be useful for the reagons already

mentioned. .
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Bacon And Marvell

A

Although Bacon's method, in its numerous parts and
subtle connections, warrants elaborate exegetical comment,
the individual steps, the nature and importance of their
interrelatedness may, I believe, for the purpose of |
recoghizing their patterns in Marvell's poem, be stated
simply enough. I propose to make a few brief prefatory
remarks,. and then to expand on the working machinery of
Bacon's system of 'intellectual arts®'. Further Baconian
ideas will be discussed in connection with the features
of "Upon Appleton® House" to which they relate.

It is true that the bulk of Bacon's thought and
opinions bears on matters not directly related to ethical
concerns such as virtue and righteous conduct. The.source
of this relative indifference to ethics is Bacon's respect
for the independence of theology and the sharp distinction
this engenders$ in his general 6onceptions between natural
philosophy and revelation, Although I am primarily con-
cerned to show how Marvell adopts Baconian procedures,\
borrows Baconian images, and integrates Baconian ideas
into the scheme of his'dpoem, it would perhaps be advisable
to establish beforehand that ethical conceptions are not
entirely proscribed by Bacon in the systematic intercon-
nections of reason and nature proposed in his natural
philosophy. Anderson has commented on this issue as follows:

Sacred theology is derived from the Word of
God and not from natural knowledge, even as

. the breath of life is breathed into man by

/ God and does not arise in natural generatian.
It is written that "'the heavens declare the
glory of God'" but not that they declare his /
will. Yet by "the light and law of nature" :
man can have some notions of virtue and vice,
justice and injustice, good and evil. The
term "light of nature" has two meanings: one,
that Which "springs from sense, induction,

i
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reason, argument, according to the laws of

heaven and earth"; and the other, that which
"flashes upon the mind (anima) of man by an -
inward instinct according to the law of
conscience."1l -

Ethics may be dlsgussed therefore, in the context of the
use and 6bjects of man's cognitive faculti®s "for among
the offices of reason is the cognition of the divine
mystery and the derivation of inferences from i{. For
this reason, it is appropriate to consider the moral as
well as the epistemological implications of Bacon's
'intellectual arts' when investigating their possible
presence in "Upon Appleton House".

Professor Rostvig has pointed to Fairfax's familiarity .

with arcane neoplatonic and hermetic texts in order +to
establish their possible influence on Marvell and lay the
foundations of her interpretation of his poem. I suggest
that "Upon Appleton House" and Bacon are more simply and
directly related. Marvell was appointed tutor to Mary
Fairfax in 1651, and by the middle of the seventeenth
century Bacon's reputation was at its height, as Anderson
attests:

Bacon's reputation underwent a 'great increase

in England some score of years following his ,
death. Shortly after the middle of the century the
"Advancement of Learning" became a major
crusade... Bacon was greeted as the "secretary
of nature,"™ hailed as the "modern Aristotle,™
and praised as the "restorer of physics" and,
therefore, as the "architect™ of future philos-
ophy. Virtuosi quoted his works by page, para-
graph, sentence, and phrase; and the'topics
which. he had listed for investigation became
prescriptions for marking the area and the
boundaries of human knowledge.3 o

1

Andersbn, p. 172. /
2

Loc. Clt. .
3 Anderson. p. 293.
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Ceri:ainly Marvell was aware of this 'en‘chusiasm for Bacon's
works, and as a scholar of international culture it is
unlikely that he would have been ignorant of vigordus
native currents and'developments.

- The great ideas, issues, and debates of any age cut
across numerous cultural currents. Seventeenth century
poetry, for example, does not come into existence ex nihilo;
nor does it misconceive the tenor of its formative influ-
ences by failing to consider and reflect scientific
discoveries, political events, world\y exploration, faéhion,
and taste. As a man of wide scholarship, and some official
importance, it is not surprising that Marvell's poetry
neatly condeyses for study the foremost concerns and
interests of his age. More to the point, Berthoff affirms
Marvell's connections with the philosophi%al speculations
of the seventeenth century as follows:

The seventeenth century saw the development

of new conceptions of mind, of mental operations,
of the limits-of knowing. These new conceptions
are, I am suggesting, discernible né¢t only in
the scientific and philosophic discourses of

the time but in such lively explorations of

the relationship of ideas and language as those
t0 which the creations of Marvell's allegorical
imagination attest.4

Knowledge, and the conditions attaching to the acquisition
of knowledge, are, as we shall see, issues of profound °

and special interest to Marvell in "Upon Appleton House"
These concerns also attracted Bacon's concentrated energn.esl
and yielded his most noteworthy conclusions. In Bacon's
philosbphy' knowledge is a combination, of empirical observa-
tion and rational evaluation: its sources are&, predom-
inately, nature, but also, significantly, individuals.

/

b Berthoff, pp. 203-204.
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In reflecting nature and the mind of man, knowledge is
composed of constant, universal elements. Accordlngly,
the pursuit of knowledge is the repon81b111ty of mankind
and requlres the participation of all men.

The last polnt remains.. .that perfection of the ®
sc1ences is to be looked for not from the swift-
ness' nor ablllty of” any one inquirer, but from
a succession. For the strongest and ewiftest
runners are perhaps not the best fitted to keep
their torch alight since it may be put Qut by,
going too fast as well as too slow. It seems
however...that the victory nay no longer depend
upon the unsteady and wavering torch of each’
single man but competition, emulation, and good
fortune be brought to aid. Therefore men should
be advised to rouse themselves, and try each
his own strength and the chance of his own turn,
and hot to stake the whole venture upon the
spirits and brains of a few persons.5

Knowledge then, as a 'res communes', evinces a chiefly
public character. This perception contrasts sharply with
the Medieval and Renaissance alchemical tradition, ~ accord-
ing to which learning is the prerogative of an intellectual
elite, and also provokes a confrontation between a Baconian
analysis of "Upon Appleton House" and the prem;ses under-
lying Professor Rostvig's hermetic interpretation. But
the 'Universal History' and the vision of a universal
science, the vehicles of Professor Rostvig's insights
into the poem, really represent a humanistic ideal of very
broa%scope and influence. The activities oflthe 'Prelate
h

o2

of thé Grove' indeed incorporate these Renaissance aspira-
tions by analogy into the poem, but may be taken as

" animating a Baconian as well as a hermetic theme:

But a just story of learning, containing the
antiquities and, originals of knowledges and ‘

5 J. Spedding, The Works of Francis Bacon, (London-
1892), wvol. 6, p. 675.

Universal: Sclence, (New York: Columbia Unlversuty Press,

1952), pp..67~86.




and their sects, their inventions, their
traditions, their diverse administrations and
managings, their flourishings, their oppositions,
decays, depre551ons, oblivions, removes, with the
- causes and occasions of them, and all other
events concerning learning, throughout the agés
of the world, I may truly affirm to be wanting.’

Quite apart from the numerous incidents and images of
"Upon Appleton House" that argue in favour of the Baconian
confluence of genealogical and intellectual continuities,
to be discussed and illustrated later, I would point to
Berthoff's general observation that Marvell's work is
"essentially a public pgem"8 as characterizing its Basic
attitude to knowledge. "

, Bacon's objections to the knowledge:of his day must
be taken in context. His animosity is directed principally
at the introverted speculations of the schoolmen, which
ignored, nature and the possible relations it disclosed in
the mind of man. The solution to the problem of knowledge
proposed in Bacon's method, and the basis of his system,
is for Man to learn again to look at reality 'with an
ignorant eye' (as Wallace Stevens would express it):

It seems to me that men look down and study
nature as ffom some remote and lofty tower.
Nature presents to their gaze a certain pic-
ture of herself, or a cloudy semblance of

things on which the practise and prosperity

of men rest, are blurred by distance. So men
t0il and strive, straining the eyes of the

mind, fixing their gaze in prolonged medita-
tion, or shifting it about to get things into
better focus. Finally they construct the arts
of disputation, like ingenious perspective )
glasses, in order to seize and master the p

7 Francis Bacon, The Advancement of Learning, (Chicago:
Unlver51ty of Chlcago Press, 1952), P. 33

8 Berthoff, p. 163 v
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subtle difféwerices of nature. A ridiculous
kind of ingenuity, is it not, and misdirected
energy for a man to climb his tower, arrange
his lenses, and screw up his eyes to get a
closer view, when he might avoid all that
' laborious contrivance and tedious industry
and achieve his end by a way not only easy
but far superior in its benefits and utility,
F\ namely be getting down from his tower and
coming close to things?9.

Only when Man is face to face with God's creation, he
insists, can the God-given glass shine again with its
briginal splendour and the clouds of conceit and affecta-
tion be dispersed. 1In "Upon Appleton House", Marvell .

would séem to share Bacon's implicit belief in the visual.

sense as man's most reliable tool for effectively appre-
hending reality, for it is characteristic of his poem to
be "intensely visual and explicitly symbolic, and for the
symbols |to depend upon visual‘images.“lo Marvell equates
seeing with experiencing and, as for Bacon, psychological
regeneration in the form of visdon is the foundation of
reformed knowledge; 1it'is because the "beams of things
reflect according to their true incidence“ll
of recéptured innocence that the redeemed landscape of
Appleton is a place "Where not one object can come nigh/
But pure, and spotless as the Eye." (1l. 725-6) 1In
terms of Bacon's logic of invention, nature-as simple
nature and Axiom-and the process by which we come to
know it are reciprocally conditioned. ' y
According to Bacon, the advancement of learning
depends upon four intellectual arts. Bacon's classifi-
cation bears interesting cdonnection with that of ancient

‘and Ramistic systems, but it would require a lengthy

3 A N
9 spedding, vel. 34.p. 58L.
10 Berthoff, pp. 180-181.

11 Bacon, Advancement of Learning, p. 60. 0
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digression to discuss these differences here.1? The

intellectual arts are invention, judgment, memory, and
elocution or tradition. ThesEacorrespond to four of the
five departments of Ciceronian rhetoric in .name only, for
they do not designate a categorically distinct subject
(Rgetoric) but a procedure to be followed in all areas of
knowledge. Except for the purposes of exposition and
organisation, the fourfold division of Bacon's intellectual
arts is of questionable informational value. As part of
a working scheme, each phase is closely.interrelated with
the others: for example, the idols of the market place
are discussed under judgment but pertain to language and
communication, ranged under elocution; the 'probationary"
and ‘'magistral' methods of presentation, classified as
elocution, parallel the commemorative and creative aspects
of invention; the summoning of stored information, again.
a function of invention, prequposes the custody of facts
in memory; imparting the process of knowing together with
the knowledge itself (elocution) implies both the induc-
tion of judgment'through which it is acquired and the
idois\ﬁhat impede its acqu;siﬁion, and so on. Although,
for reasonshof convenience and in order to keep the material
within the formal bounds proposed by Marvell's poem,- I
will more fully treat the acquisition and tradition of
knowledge (judgment and elocution), the whole machinery
of Bacon's intellectyal arts is at work in the following
discussion and illustrations.

The fruits of Bacon's procedure are not simply the
physical truths' of a naive materialism, but intellectual
and ethical realizations, rules based upon psychological

¢

12 wilbur Sému?l Howell, Logic and Rhetoric in
England 1500-1700, (New York: Russell and Russell,
19 l » p- 3 73\75"
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and epistemological insights. Because they have not
considered the totality of Bacon's system, even in it

broadest outlines, historians of the philosophy of science
have frequently misconceived and simplified the character

of Bacon's fundamental conceptions. One result of thi
tendency is the common but mistaken notion that Bacon

"a thoroughgoing materialist who locates the 'arché®' of

being in the unintelligible chaos of unformed nature.

This idea derives, I believe, from Bacon's deserved repu-

tation as the inventor of technology, that is, of the
humanitarian conception that the role of science is th

improvement of the conditions of life for the 'relief of

man's estate.' As well, _in failing to appreciate the
sincerity of Bacon's religious convictions, commentors

have drawn conclusions based only on partial evidence of
his method and intentions. Critics frequently lose sight

of the important fact that in Bacon's philosophy natur
time, and the broductions of time are finite manifesta
tions of the will of God. The material universe and t
idea of extension are therefore absolute neither%as

reflecting the goals nor as establishing the 1limits an
conditions of knowledgg, for it is not the object-worl

which is absolute but (excepting the Divine) the idea of

knowledge itself. As the general scheme of Bacon's

intellectual arts suggests, the basis of knowledge inheres
NP

in man's gaculties, methodically informed, and the charac-

ter of knowledge always reflects the source from which it

36
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originates. Thus knowledge is at all times not z copy -

but an interpretation of what is given, albeit an in-
terpretation based upon the experience of what is give
The doctrine of idols, it is true, aims at,gubllclzlng

and correcting errors in judgment, but this 1s s0 pre01sely
because the normative determinants of knowledge are of the

mind. But, as stated in the beginning, the purpose of

n.
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+ this thesis is not the vindication of Bacon's philosophy.

Nor is it my intention to engage in polemics. The oft
ignored religious framework and background to Bacon's
thought and the misconceptions surrounding the exact
nature of his empiricism have been discussed by others.t3

Bacon's idea of invention may be interpreted as a
declaration of intention to employ both the retentive and
creative faculties of the mind, a purpose that cuts across
the normal divisions of his system. Invention comprises
the two techniques of summoning speech or arguments out
of the knowledge of which the mind is already possessed,
and of creating new arts and sciencgs for the improvement
of the conditions of life.

Judgment is the logical tool or method to be used in
the acquisition of knowledge. Observation and experience
of reality are the foundations of knowledge. By observing
and experimenting with particular instances, common 'simple
natures' may be abstracted, and from these basic forms

b

axioms of increasing certainty, accuracy and efficiency

for understanding and controlling nature are fermulated.
Knowledge therefore proceeds by induction from particulars
to 'simple natures' to irrefutable truths. Particulars are
of course communicated to the mind by the senses. The
*simple natures' are in fact 'forms'.and reflect underlying
geometrico-mechénical structures common and essential to
numerous particulars. The reééon further generalizes upon .
these forms in establishing maxims of general bearing,
ideal norms or relations, universal essences. Bacon's
method asserts that "the senses are the door to both the

13 Fazio Allmayer, Francis Bacon, (Palermo: Bompiani,
1928), pp. 37-57. And Mary Horton, "In Defence of Francis
Bacon: A Criticism of the Critics of the Inductive Method,"
Studies in History and Philosophy of Science, 4, 241-278,

N. 73. ‘ .
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" imagination and the intellect,"14 and therefore propdses
a single logical procedure underlying all the various
knowledges. In subjective branches of philosophy, such

. as ethics, reason plays much the same role as ir physics.
From the continuous flow of sense perception, reason
proposes insights of increasing generality which are as
much reflections on the nature of the mind itself as
empirical determinations of the character of eventss These
insights, in order to be both comprehensible in popular
discourse and effective in making a lasting impression
(persuasion is the province of ethics) are animated by
the imagination in rhetorical figures or emblems. These
images combine ideal and sensible attributes, for they
enable intellectual principles to address themselves
‘directly to man's perceptual faculties.

T Y I L s MRS s o
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3 . In both physics and ethics the‘generalized maxims of
¢ reason are derived from the sense perception, but are by
3 ! . \ .

1 ‘ no means'entirely contingent on it. On the contrary,

ideally they respectively control nature and determine
l the character of man's actions. These progressive stages

of broadening reference, revealing more comprehensive
realities, suggests Plato's inductive inquiry into’forms
of increasing generality and, indeeg, "the Baconian philos~
ophy...exhibits in .its methodology many platonic princi-
ples."l? Furthermore, Bacon's method does not consist
in merely turning the consequences of physical effects in
upon themselves. The 'forms' of reality are always combi-
nations of reason and empirical natures, for Bacon never
accepts the evidence of the senses uncritically.

Bacon is most conscious gf possible methodological
difficulties arising from his reverent attention to

2 {

14 Anderson, p. 150.

15 Anderson, p. 124.
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particulars. Any meaningful inquiry must begin, there-
fore, by focusing attention on an area ‘cut off of infin-
ity"' which delimits the chaotic multiplicity of partlculars
in nature to intellectually comprehensible data. The
proposition "the nature of everything 1s£%est seen in
its smallest portions" 1is for Bacon axiomatic andigeﬁerally
applicable tbo the several sciences of man: .

Inductive investigation begins with particulars
and proceeds to definition. Particulars are
"infinite"™ and cannot be dealt with in knowledge
except as exemplifications of determined natures
- which are common t0 many instances. In the.
recognition of these natures a "cutting-off of
infinity" from indeterminate multiplicity takes
place through the segregation of natures. With
the termination of infinity gaoes the recognition
that the forms of thirigs are not infinite like
! particulars but are limited; that the discovery
of the structures and ways of infinite individ-
uals is possible only because particulars partake
of a limited number of forms which produce by
their congunctions natural things in infinite
variety.l

This basic feature of Bacon's method may be observed
in the general assumptions and structures of "Upon Apple~
ton House". The NunAppleton grounds are just such a
place 'cut off' from the infinite extension of 'The Wast'.
The phenomenal reality of Fairfax's estate is accordingly »
shown to 'contain' or reflect on 'things greater'. These
greater things are furthermore declared to be '‘of the same
type as those immediately described:

Your lesser World contains the same.

But in more decent Order tame; ’ .
You Heaven's Centre, Nature's Lap.

And Paradicz's only map.

(LXXXXVI)

Friedman recognizes the interrelatedness of the estate and-of

the world without, and characterizes it as Marvell's reg}-
ization "that the 'lesser World' (which is both Mary

16 Anderson, p. 217.
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Fairfax and NunAppleton) is made up of the same intractably
decadent materials as the gr@ater world or macrocosm."17
I am not sure that Marvell's clear perception of a
physical truth and law is necessarily accbmpanied by such
morose reflections concerning an overwhelﬁing and decadent
materialism. The hope is that the lessons taught and
rhetorically illustrated at NunAppleton, man's power to
apprehend the patterns of material reality, to 'map' his
*paradise', may oppose and overcome the endless chads of
unformed nature. The interrelatedness of the two worlds
is indeed the foundation of this promise. In Baconian
terms, once the multiplicity of material particulars has
been relatively confined, the realization ié poss%ble,
indeed logically inevitable, that form is not as distrib-
uted as the matter by which it is sustaihed existentially.

.

A limited number of forms or structures, called 'simple

natures', contribute and are common to instances in their
infinite variety. These unique essences enable man to
understand and control nature, to transform the wilderness
into a garden, to map his paradise.

The theological foundation of Bacon's interest in
the world of sense is the scriptural doctrine according
to which Nature is meant by God to answer the needs of
man. This idea neatly corresponds to the obliging
Nature of "The Garden", especially as wonderfully illus- j .
trated in its fifith stanza. In "Upon Appleton House", on
the contrary, it is possible to argue (as Friedman does)
that Marvell reveals a cynical materialism. The following
coupiets may be read as evidence of this attitude:

. '*Pis not, what once it was, the World;
But a rude heap ‘together hurl'd;
All negligently overthrown,
Gulfes, Deserts, Precipices, Stone.

(LXXXXVI)

17 Friedman, p. 245.
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But this passage is not necessarily in stark contrast to
the Protestant conviction that history and nature are
governed by providence. Accidents are not only possible,
but their incidence on earth is numerically overwhelming.
What is fortuitous to the mind of man, however, may yet
be preordained in the mind of God. Indaed,Marvell's
perspective is distinetly orthodox. Unlike the scientific
ggrld-view, which ascribes all that happens to the opera-
tion of empirically.deductible norms, man's instruments
of prediction or prophecy, Marvell's humble acceptance\'
of- all that happens (phenomenologically) makes for the
possibizity of Gad'a preeminent role. Bacon too accepts
unequivocally the adventitious conditions of being
imposed upon Nature'by its Creator7/agd this recognition
is reflected in his methods of discovery and invention.
In his scrupulous observation of particulars, and in the
inductive methods of his inquiry, Bacon opposes wdth
hostility the mind that draws inferences after cursory
examination of a few p051t1ve examples and suppresses
countervailing 'negatlve itstances". 18
Bacon's suspicions of hasty and fixed interpretations

are reflected in Marvell's images, and his images, in

- - * » I
- turn, comment on his presuppositions concerning knowledge

and knowing. In this connection, it is necessary to

point out that Marvell's images have been related to other
seventeenth century views on the nature and use of the
interpretive faculties of the mind. Epistemologically,
the 'proleptical' character of knowledge in Cudworth can
be related to what Berthoff calls Marvell's 'proleptical
metaphors' 19 Prolepsis is a kind of redundancy or antic-
ipation such as is conveyed by the phrase *to ahoot a man
down'. Stylistically, proleptical metaphors emphasize the

"

18 Cited by Anderson, p. 100.
19 Berthoff, pp. 201-204. !
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generative power of the concept “to predetermine form.
Prolepsis, then, is a type of pre-judgement that controls
its productions. Marvell's penchant for converting myths
and conventional symbols into literal truths perhaps '
suggests the conceptual resonance of prolepsis, but it is
important to assess this inclination in the light of the
impression this visual punning is meant to create. Far
from implying a pre-established perspective, I believe
Marvell means deliberately to shatter perspecdlival assump-
tions. Any certainty salvaged by the poem for its readers
is the fruit of the experience of passing through a pre-
carious realm of unstable, even fitful judgment. Colie
has commented 'on tﬁe absence of. conventional measuring
rods in "Upom Appleton House" as follows:

Marvell has simply looked back at the world
displayed before him and chose fictionally to
present the NunAppleton scenes as confused,
confusing, and thoroughly problematical. In
his Apologie, Montaigne rendered the world as
confused and uncertain, measured against the
assumed reference-world of hieratic order;

in "Upon Appleton House" Marvell presented a
world with no fixed reference-point, no text
like Sebonde's agginst which to measure the
world under scrutiny, so that its shiftiness
and particularities seem in Appleton's nature,
intrinsic to it rather than the result of a
particular astigmatism or particular perspec-
tive.20

Far from evoking Cudwarth®s faith in conceptual prediéates,
I suggest Marvell echoes Bacon's distrust of hasty 'antic-
ipations® of nature. Bacon metaphorically describes Man's
proclivity to fixed theoretical interpretations as a

giant holding up preconceptions received in tradition or
presented to the mind after short periods of observation
and expgriment:

.e.80 do men earnestly desire to have within
them an Atlas or axletree of thoughts, by which

- 20 colie, pp. 182-183.
o,



()

\

the fluctuations and dizziness of the under-
standing may be to some extent controlled;
fearing belike that their heaven should fall.
And hence it is that they have been in too
great a hurry to establish some principles

of knowledge, round which all the variety of
disputations might turn without peril of
falling and overthrow.2l -

The 'confused, confusing, and thoroughly problematicél'
nature of Apﬁleton prevents the mind from generalizing
upon a few positive instances. Marvell masterfully
employs 'barogque' techniques to frustrate his readers
expectations and assumptions, as at the very beginning
of the 'meadows' stanzas:

And now to the Abbyss I pass

0Of that unfathomable Grass,

Where Men like Grasshoppers appear,
But Grasshoppers are Giants there:

(XLVIiI)
Not only are the mower's statures reduced, commensurate
with that of graséhoppers, but these grasshoppers are
giants and the men consequently microscopic. The effect
undermines the reader's ordinary percepfion of scale,
just as the following delightful couplets influence his
perception of local situation:

Then as I careless on the Bed

0f gelid Straw-berryes do tread,
And through the Hazles thick espy
The hatching Throstles shining Eye,

(LXVII)
Through the cluster of hazels the poet miraculously fixes
his attention on the bird's black and shining eye, in
which, we might imagine, he stands reflected and in which
the wﬁble visual picture of Appleton is momentarily
concentrated. The poet's remarkably clear vision belies
the fundamental ambigﬁity the incident provokes, for the
precision is only in the perception of detail, the
throstle's eye, and the surrounding ‘clusters' remain a

1

2l Bacon, Advancement of Learnigg, p- 59.
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'maze'. The local situation of perception is itself
somewhat confused, as by the interposition of a mirror
between the eye of the perceiver and the perceived
object, or by the sudden transformation of. the perceived
object itself into a reflecting glass:
Marvell's details are the result of exact vision:
in the "Hazles thick," for instance, the poet
sees not the whole thrush upon her nest, but
its "shining Eye," distinct from the surround-
ing leaves, a sharp eye which in its own right
catches the sharp eye of the poet. Montaigne

and his cat; Marvell and the thrush-who plays
with whom, who observes whom?22

The confus%on earlier achieves even greater intensity when
Thestylis addresses and chides the till then independent
voice of the narrator-poet (LI). These devices enable

the poem to confront and question the established norms

of its own fictional reality and correspond to Bacon's
close and often polemical scrutiny of fixed interpretations
of the-world. Who plays with whom? Who is within and

who is without? Tﬁq mirror's mirror.

The doctrine of idols, dealing with the errorq‘and
vanities of learning, is also included in Judgment.
Generally, the theory of idols is that the relations
between nature and the mind of man are not what they
should be. They are divided into idols of the tribe, of
the cave, of the marketplace, and of the theatre. The
idols of the tribe derive from the corruptionsxto which
reason is subject, and are therefore innate and common
to all men. They include man's preoccupation with received
opinions, "for the nature of man doth extremely covet to
have somewhat in his understanding'fixed .and unmoveable,
and as a rest and support of the mind! "3 The idols of

22 Colie, p. 206. .
23 Bacon, Advancement of Learning, p. 59.
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the cave describe errors peculiart to individuals and

are therefore adventitious. They "arise respectively
from (a) an attachment to a predominant subject, (b)

an excessive tendency either to unite o} to differentiate,
(c) a partiality for a particular age in history, and (d)
a desire to contemplate larger or lesser objects."2 .
These procedural pitfalls are circumvented by the 'true
investigator', and, as we shall see, Fairfax's garden sug-
gests the correct methods that oppose them. The idols of
the marketplace deal with the evils derived from man's
necessary participation and cooperation in society, and
centre on problems of language and communication. The
idols of the theatre .are the most fortuitious and describe
the evil influence and tyranny of prior philosophies. It
is in emancipating knowledge and the mind of man from the ’
dictatorship of the ancients and their scholastic acolytes,
that Bacon is most given to historical polemics.

The emphasis in this thesis is primafily on Bacon's
theories of language and communication, but the idols of
the marketplace are by no means the only 'viclous mental
dispositions' discussed in Marvell's poem. The nun's
episode, for example, is a refgtation of scholastic rhetoric,
historically an idol of the theatre and psychologically
an idol of the cave. Fairfax himself, though of course
commended as Marvell's man of virtue, is not altogether
beyond reproach. Friedman's psychological observation on
Fairfax's 'flowery fort' is here pertinent:

The implication is strong that Fairfax cannot
altogether erase the character that led him to
military supremacy.z25

The idols of the cave describe the inability of certain
individuals to avoid the influence of their habitual
enquiries and endeavours when undertaking activities

2h Anderson, p. 101.
25 Friedman, p. 209.
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unrelated to the£.26 As a gardener, Fairfax has béen
unable to abandon his soldierly conceptions and frame of
mind.

Traditional interests in memory are adapted by Bacon
to answer the needs of his natural philosophy and his
observations again here reflect attitudes that cut across
the divisions of his system of intellectual arts: Memory
is the faculty that allows for the invention. of arguments,
but it also functions as a guide to research by indicating
directions of inquiry suggested in established orders of
sequence. Thus for Bacon memory serves a more practlcal
purpose than it does traditionally as the mere supplier
of brilliant prearranged arguments. ]

The last phase of Bacon's method, and the most impor-

tant for our purposes, is elocution or tradition. It

posits the conditions that attach to the communication

and transfer of knowledge and is divided into the organ

of tradition (language), the methods of tradition (the

magistral and initiative, or probationary), and the

illustration of tradition (rhetoric). ' o
) The initiative method reflects the loglc of invention

and aims at the continuing progress of knowledge. It

consists not only in the master imparting units of infor-

mation to the student, but in the transplanting the very

- steps by which the knowledge was obtained from the mind
of the master into the mind of the gtudent, This guarantees

the extension of formative patterns and consequently
assures the fruits of new discovery.

The magistral method is the logic of instruction. |
It makes the best use of knowledge at its present stdge -
of development and divulges the contents of est;blished
facts and propositions to novices. Its proper purposes

26 Bacon, Nowvum Orgggpm,}p. 109. '
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may be perverted however, if it is'used to banish doubt
and extinguish the spirit of inquiry. Stored knpwledge,
regardless of the quantity, is not an end in itself.

Bacon vwgorously opposes the consglidation of knowledge

» that leads to the tyranny of dogma. Pride is the impulse

i

that motivates this obstruction to hew discovery, and
pride is manifested in elaborate structures of useless
erudition. .i @ \

In "Upon Appleton House", the 'Forrain Architect!'s?
vain intentions are framed on the 'model®' of his brain;
the 'quarries' and 'forests' are reduced to 'caves' and
'pastures' as he draws upon the resources and ihausts
the mdterials of stored knowledge to erect his?palace of
wisdom, a personal monument not meant to ‘answer use'.
This ambition is in stark contrast to the.humble practi-
cality of creatures incapable of 'higher' conceptions:

'Why should of all things Man unrul'd
Such unproportion'd dwellings build?
The Beasts are by theilr Denns exprest:
And Birds contrive an equal Nest;
The low roof'd Tortoises do dwell
ffd In cases fit?of Tortoise~-shellqn’
No Creature Yoves an empty space; ~ : .
Their Bodies/measure out their Place.

(11)
The body of knowlegge too cannot thrive in a vacuuh, but
Adepends upon- the constant nourishment of ideas. Hence ‘
the singular importance of language, communication, and
methods of tradition, the life-l;nes of léarniné. «The
mass and wéight of knowledge is useless and unimportént
witﬁout the forms in which it may be\'articulated', by
analogy, in the language of space: v

But’unto this part of knowledge, concerning
methoiﬁ doth further belong not only the
archiftecture of the whole frame of a{work,
but also the several beams and columns there-
of; not as to their stuff, but as to their

-
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’
quantity and figure.27
And this brings 'us to consider the organ of tradition.
Bacon's idol's of the marketplace describe the perni-
cious influence of words on thought. Words corrupt tﬁe

understanding by naming things which do not in fact exist ’

or by hastily and ill-defining actual things 'irregularly
derived from reality'. A blurrlng of mental vision
results from the power gof words to reflect independent
meanings in no way related to constant, perceptible, or
demonstrable norms: \

Yet certain it is that words, as a Tartar's

bow, do shoot back upon the understandlng of
the wisest, and mightily entangle and pervert
the judgement.28 \ .

Bacon: adopts and interprets the biblical fable according
to which Adam was in the garden capable of naming God's
creatures according to their‘true natures,29 for the
mind of man is "a mirror or glass, capable of the image

of the universal world, and joyful to receive the impression

thereof, as the eye joyeth to receive light."° But
how is this mirror to be polished and furbished anew?
The answer lies in a different‘forﬁ\and use of language,
in a new method of tradition of knowledge.

. The emphasis in Bacon's theory of communikation is
therefore, away from the auditory impressions created by
verbal signs towards different types of non-verbal
representation. Words are, after all, only one of many
possible different kinds of signs}

This then may be laid down &s a rule; that what-
ever can be divided .into differences sufficiently

numerous to explain the variety of notions (provided

these differences are perceptible to the sense)

27 Bacon, Advancement of Learning, p. 65.
28 1pid., p. 61. '
29 1bid., p. 3. - o ,
30 roc. Cit
. | e \
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may be made a vehicle to convey the thought
of one man.to another.3l

Non verbal representation is itself divisible into signs
which communicate meanings by virtue of 'contract' or
agreement, such as letters, real characters or ideograms,
and gestures or hieroglyphics, which are more immediately
conéruous with the thing or notion signified. Concerning
signs of the first type, alphabetical symbols enable
people who are ignorant of one another's languages to .
read one another's writing. But these symbols have the
disadvantage of suggesting the ordinary language and
diversity of words because different populations have
dissimilar reactions to similar sounds. Gestures and
hieroglyphits are both manifestations of emblem, differing
only in that gestures are transitory in nature and hier&;a
‘ glyphics fixed by permanent form. Bacon believes the
non-arbitrary, non-conventional, natural, and spontaneous
character of such symbols are valuable as potentially
uniting men of different tongues in a single understanding
by overcoming the barriers of language.32

By concentrating on what is common and essential in
languages and ignoring what is unique &nd empirically \\'
accidental, emblems realize Bacon' S intention to "restore
to mankind the commerce between the mind and things. n33
This objective points to the common ground these productions
come to occuﬁy with Marvell's images. Both belong to a

[

thoroughly mediated world of representation interposed \
between the realms of abstraction and of sense that informs
our understanding of both. On anofher level of insight,
both may be seen as conjoining argument and illustration.

i "Upon Appleton House" is in part a depiction of Lord

3L Ibid., p. 62,
32 Anderson, p. 179.
33 1bid., p. 189.
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( ! ' Fairfax's estate. The poem's descriptions are congruous
with’ contemporaneous accounts of the place in showing how
the house rose out of the countryside, how they were
linkéd and interdependent. Certainly, some topographical
features, such as Fa{rfax's garden and the locations of
the meadows, woodlands, and the river Wharfe, were painted

‘ 'from life', arid the appearance of ‘these structural \
e’ements in the poem, if not exact in their details, most
probably, at least in overall effect, convey what the
estate must have looked~1ike.34 On the less concrete
level of atmosphere, Marvell evokes with“evident pleasure
the cultural, rural, and folk activities of the place.
But' "Upon .Appleton House" is of course not a realistic

© picture of the estate. Anyone who so took it would find
fﬁ it imposs}ble to pin down the exact 'spots' from which

it was 'painted', for it is seen.from an intellectual,

not a real viewpoint, and the 'spot' is in fact a moving
(3 * point. The moving point traces a line between opposites
which its median route establishes as the poles of compar-
isons and the instruments of exposition. The progression
distinguishes and subsumes nature and the mind of man,
the microcosmic and the macrocosmic universe, the private
and the public, just as the heraldic Halcyon flies "betwixt
the Day and Night"7(1670) in a moment and a space, twilight,
which comprises both.| The 'Halcyon's movements and
\ Marvell's voyage are by no means mere ‘empirical' occur-
(:*\\ ‘ences, but symbolic reference%fthat imply an idegL end,
for "the point of reference, which prescribes the path of
. recognition and representatiggy/&oéé/ﬁgf simply exist in
’//’ the sense of being givem in advance but results only from

\\\ 3 Allen, p. 158.
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the- direction of vision and from the ideal goal towards
which the vision aims."35 The voyage's guiding lights,
Fairfax and Vere (Virtue and Truth), raise the poet's
'slow steps' to an exemplary pattern for succeeding gener-
ations who 'hither come in Pilgrimage/These sacred places
to adore,/By Vere and Fairfax trod before'”(%} 134-136).
The Jjourney is therefore also a devotional ahd .ceremonial
act which, when repeated, recreates the reality it symbolizes.
The ritual character of the pilgrimage, enabling the faith-
ful to participate concretely in its figurative meaning,
recalls Bacon's speculations on the natural, sensory origins
of lapguage in gestures which immediatgly capture the thing
signified, be it material or ideational. Emblems eliminate
the idols that inyéipose ﬁhemselves between man's perceptual
facultie§ and nature by "reducing conceits intellectual to
images sénsible"36 so that they may more effectively impress
themselves &pon the senses and qualify to be received into ~
man's store ofiknowledge. Bacan's method treats both
mental and material reality, all knowledge, as uniformly
sensory and indicative. In "Upon Appleton House", Marvell
clearly engages in a lively exploration of similar princi-
ples. Berthoff discerns the emblematic character of Marvell's

images and the immediacy with which emU@?ms signify by

assuming sharply defined pictonial ie. perceptible out-
line. Indeed, being and signifying, the sensory and the
indicative, seem insensibly to coalesce.

Narration’is, of course, often checked-by con-
frontation in which the dialogue is mystériously
general; by soliloquy or frankly open address to
the audiepgce, which, like an aria, interrupts
the story.*® Such static moments, I believe, are

émblematic in tharacter. An emblem is a narrative
\

35 Brnst Cassirer, The Philosophy of Symbolic Forms:

The Phenomenology of Knowledge, (New Haven: Yale 'University
PI'GSS, 19 ’ po l%' \\

Bacop, Advancement of Learning, p. 62.
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moment from which the particular occasion has,
to various degrees, been refined. Seen at a
distance, the irrelévant details' obscured, a
huntsman stalklng, a bold pirate boardlng, a
child weeping all become sgeaklng pictures,
shapes which say the meaning of what the
figures do; what they do tells us what they
are. The resultant abstraction facilitates

appllcatlon, indeed it creates application.37
The 'conceptual recognition' of emblems enables Marvell

to establish the symbolic ‘import of ordinary events and
of insights, to palpably and concretely specify correspon-
dences within the fictional reality of his poemn:

He can't portray the world of Antony and Cleo-
patra, for example; but realizing that, he
can also see how a mere walk in a garden, say,
' by its very limitations, can sharply define
insights that ripple out and apply in areas of
experience unavailable to him directly. His
detachment becomes a subtle form of action in
and upon the world about him.38

Though the voyage is both local and universal, combines an
exact with a generalized observation, the oftenjconfu51ng

§
v

and problematical reality of Appleton remains uniform, for
the expanding “fipples" of experience and application
adhere throughout to\the same idiom and normative patterns
The poem's "powers of cohesion are myster10us"39 but are
clearly grounded in constant relative proportions of
expanding time and space, in systematic, purposeful progres-
sions from particular to general and vice-versa. This is
the secret of the poem's internal coherence and continuous
directions:

'

Yet, although the imagery inverts so much, and F
so strikingly conveys the poet's sense of free-
dom from the gravity even of himself, and all '

the cares the self must bear in the ordinary
world, we discover that the man in the poem is ,

37 Berthoff, pp. 24-25.

38 S.L. Goldberg,"Marvell: Self and Art", in Andrew
Marvell, ed. John Carey, (Baltimore: Penguin Critical
Anthologies, 1969), pp. 160~ 175" atﬂp 163

39 Colie, p. 190.
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in fact nevey turned upside down: he stays

upright through everything. However high his z
raptures, he walks upon the ground, moves from
here to there; even when he seems prone in
ecstasy he is mysteriously on his way to some-
where else. 40

These shifts from close to wide-angle perception are
aqhieved, as we shall see, through the agency of emblems
that normally both exist as parts of the narrative matrix
and .disclose 'universal essences'. |

The most explicit comparison of particular and general,
actual and ideational VOyagihg, occurs at journey's end
where the salmon-fishers are equated with *Antipodes® and
*Dark Hemispheres'. '

But now the Salmon-Fishers moist -

Their Leathern Boats begin to hoist;

And, like Antipodes in Shoes,

Have shod their Heads in their Canoos..

How Tortoise like, but not so slow,

These rational Amphibii go?, . ~
Let's in: for the dark Hemlsphere )
Does now like one' of them appear.

. : (LXXXXV11)
This stanfa alse marks the final'extensiqn of the.median
treatment of polar oppositions, for antipodean regions and
experience are 'exactly opposite' to ordinary reality in
the same .way that a mirrored figure is both reproduced and'
reversed in its reflection. The idea is captured by the
inversion of 'shoeing' one's head with ‘*canocos®, and the
image achieves perfect completeness in suggesting
how this perception is related to the technical equipment
of travelling, forithe 'canoos' Containing *'heads' are
Bacon's "little bark of human reason" with which we may
"sail round the whole circumference of the old and new
world of the 501ences.“ul The ‘canocos' are furthermore
both instruments and tangible manifestations of enlightenment,

%0 1pid., p. 203.

bl Cited by Ernst Cassirer, The Platonic Renaissance in
England, trans. James P. Pettegrove (Austin: University of
Texas Press, 1953) at p. 52, quoting Bacon's De Augggentls

Scientiarum, Bk. ix, ch. ii.
F 3
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their wooden structures permutations of the tree of
knowledge, for the intellect is in Bacon's view self-
perpetuating. Marvell toys with this idea in the intro-
ductory stanza to the woodlands episode by neatly punning
on the word ‘'imbark®'.

But I, retiring from the Flood,
Take Sanctuary in .the Wood;

e And, while it lasts, my self imbark
In this yet green, yet growing Ark;
- (Lx1)

The wood is at once hieratic and instrumental, corresponding
to Bacon's Tﬁglstral and initiative methods for storing
. nd 1ncreas§ng knowledge, phllosophlcal analogues of Noah's
mission to. gather, preserve, and perpetuate God's creation.
\e Marvell's Jjourney pursues a middle course between
natﬁre and the mind of man in an effort "to understand the
rela%ionship between the inevitably abstract mind and the
recaléitrant materialism of the world of the senses.“uz “
C} The miadle route, like Marvell's elegant conceit in "A
Definition of Love", is actually a 'planisPheRe ', a map,
into which the poles of abstraction and concretion have
merged. The ideal and the real freely interpenetrate,
for Marvell perceives "the abstract character of reality
and the reallty of abstractloﬁg wt3 This is not quite
the same thlng as the ordinary productions of the poetic
imagination énd the world of sense but a conscious and
ironic redefihition of the figurative meanings themselves
in literal terms. A useful example of this tendency
to literalize a metaphor or metaphoric process occurs
where the '"Prelate of the Grove' reads the forest leaves.
The sybil's palms are themselves, of course, conventional
images of prophecy, but they are here suddenly converted
into their phenomenal form only to be reconstituted

, 42 priedman, p. 174. |
‘} 3 Berthoff, p 7. ‘
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metaphorics;.lly. The image has come to life. Values and
concepts too, instead of dictating method and fornm, are
themselves the subjects of a descriptive treatment that
places them alongside what is normally contained in the
empiricist's field of vision. Fairfax's garden, as we
shall see, 1s a perfect model or emblem that accomplishes
the reification of the ideal of virtue, that reduces the
principle of virtue to sensorily tangible data.

i'I‘he concrete symbolism of abstract ideas is not
limited to religious or moral conceptions. Purely meta-
physical notions:too are treated in a like way. If we
again turn to stanza (LVIII) for illustration we may
understand how "the 'Looking-Glass' and *Multiplying
Glasses' are guises of the eye of the imagination by
which the poet, in his perception of the landscape, sees
the very idea of space."” How weak by comparison is
Friedman's assertion the "apart from the contemporry
interests in experimental optics, nothing justifies this
spate of farfetched analogies except Marvell's determination
to create the power of the meadows to change as compellingly
as possible."qB The idea that Colie and Berthoff elaborate
is precisely the relationship between ‘'contemporary
interes+ts', Marvell's images, and epistemological and
oNTological problems. It may indeed be possible to expand
the category of concrete ideas beyond the moral and philo-
sophical to includesliterary modes. For example, although
Berthoff sees the concrete symbolism of abstract ideas
as a function of the allegorical imagination, allegory
itself is caught in our angling poet's far-flung net and
figuratively constituted as the 'Prelate of the Grove'.

Certainly Marvell was aware of the workings of the
allegorical imagination and it is therefore not unreasonable

. \ A
B orpia., p. 177 -
45 Friedman, p. 234.

\
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to suggest that he focused his critical attentions on
them much in the same way in which he scrutinized his
literary precedents. His critical insights are always
expressed as brilliant poetic inventions, and the 'Prelate’,
like the 'Mower'. is a typical production of Marvell's
skill in conjoining argument and illustration. A different
view is held by Friedman, who suggests that "the disguise
penetrates no deeper than the surfaced."4 This alternative,
adds little to our knowledge and appreciation of Marvell,
and it is furthermore always dangerous to assume that so
subtle a poet is not always in complete conscious control
in managing his material. \ ‘

Although predominately visual keys unlock the poet's ,
mind to the reader, blarvell is not confined +to flashing
the, glossy surfaces of his symbolic fantasies; his
inquiring mind, like a Leonardo autopsy, turns the subject
inside out to reveal the internal structure. This is yet
another way of literalizing a metaphor or metaphoric
process:

Out of these scatter'd Sibyls Leaves

Strange Prophecies my Phancy weaves:

And in one History consumes,

Like Mexique-Paintings, all the Plumes. i
What Rome, Greece, Palestine, ere said

I in this light Mosaick read.

Thrice happy he who, not mistook,

Hath read in Natures mystick book.

And see how Chance's better Wit

Could with a Mask my studies hit!

The Oak-leaves me embroyder all,

Between which Caterpillars crawl:

And Ivy, with familiar trails,

Me licks, and clasps, and curles, and hales.
Under this antick Cope I move

Like some great Prelate of The Grove.

(LXXIII-LXXIV)

L)

/
k6 Friedman, p. 238. \
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On the literal level the‘poet obviously discerns meanings
in the dappled play of sunlight and of shade projected on
the éround. These meanings, of 'Natures mystick Book',
comprise and summarize the three great traditi&ns of
western civili%ation, the Greek, the Roman, and the Hebrew.
Clearly the light mosaic is a condensation and visualization
of the universal history of Man. The expert of this
hermetic science is appropriately invested with priestly
prerogatives. In this connection Honig's perception of

A\

the allegorical interpreter is pertinent:

The figure of the allegorical interpreter seems .
to take upon himself certain functions which

have always been associated with the priest.

And, whether he 1is officially invested with
priestly prerogatives or not, a relationship
between allegory and the interpreter's role

is revealed which points back to an earlier
religious practise when the prescribed values

were so impacted in the worship that the two

could not have been differentiated.47

Afmajor allegorical form consists in what is called -~
the history of the traditional book. The traditional '
books of the west are the lliad, the Aeneid, and the
Rible (the productions of Greece, Rome, and 'Palestine').
The meanings we are familiar with in these texts are the
accretions of centuries of interpretive activity. Homer,
for example, was said on the one hand to have ascribed
certain qualities to the gods which were a disgrace
amongst men: on\the other hand his %ods were taken

as personifications of naturalistic truths. yhis in-
terpretive area, as Honig indicates, is where‘allegory
subjoins with myth in the traditional figure of the priest.
Marvell's druidic poet-priest is himself a description

of the phenomenon and how it works. He is not simply a
fictional character involved in allegorical narfative, but

{

b7 Edwin Honig, Darke Conceit: The' Makinmg of Allegory,
(London: Faber & Faber, 1960), p. 21. /
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the idea of allegorical narrative itself concretized,
anatomized, and open for inspection.

In reducing allegory itself to sensible form, in
penetrating and animating the operations of this agent,
and in positioning this personification in the ordinary |
fictional reality of his poem, Marvell gives effect to
Bacon's theories that ideas are potential in nature,-
that the function of reason is "diligent inquiry into
the inner workings of things.“48 and that rhetoric |
imaginatively illustrates the discoveries of reason in
visually significant productions. It may be argued that
the concrete symbolism of abstract ideas is typical of
Marvell's Renaissance culture and méy furthermore also
be discerned in the the recent medieval past of The Romance
of the Rose, in the ancient remembrance of Psychomachia,
or in the more distant gloom of Hesiod's Works and Days.
A few important premises should be borne in mind however.
Firstly, Berthoff's assertion that identifiable currents
of contemporaneous philosophical speculation flow through
Marvell's poem tends to specify its content. To aﬁknow%-ﬂxﬁ§
edge Marvell's awareness of Bacon is no more -unusual than N
to see De Baqvais in the Romance of jgglgggg or early , )
Christian polemical tracts in The Psychomachia. Secondly,
in experimenting with Bacon's !intellectual arts®' Marvell
was not presented with the impossible task of animating
each entry in Bacon's encyclopeadic mind, but with the
mofe tractable chore of adopting an internally gohefént
system "underlying all the various knowledges." 9 Thirdly
that distinctive features of Marvell's symbolism sustain
the Baconian connection. We have seen how Bacon, through

_emblems, treats intellectual principles’as sensory objects

of knowledge. Marvell's technigue of translating symbols

!

L8 Anderson, p. 208.
49 Howell, p. 366. !
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and symgolic patterns into phenomenal form and reconsti-
tuting them metaphorically reduces representation itself
to perceptible form, poetically duplicates Bacon's
procedure as it is applied to philosophical principles.
Finally, the sume important interests, concerns, and
aspirations characterize the works of philosopher and

rof poet: the regeneration.of a decadent nature, the
elevation and glorification of fallen Man, and the reform
of the corrupted sciences of Man.

In the preceding pages I have tried to indicate certain
methodological and conceptual affinities ﬁhat, I +think,
establish the experimental validity of a Baconian-Marvellian
h&pothesis. But Berthoff's assertion and the Baconian
connection suggested here have not yet been illustrated
'rhetorically'. The theme of the acquisition and tradition
of the knowledge of virtue in the language of emblems will
provide a continuous exposition of Bacon's ideas in Marvell's
mind and poem. Bacon's rhetoric itself, as the reader will
have observed, is yet to be discussed. For reasons that
I hope will appear, it will be dealt with, exclusively,
in the following chapter.

49 Howell, ﬁ. 366.
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Bacon's Rhetoric And "Upon Appleton House".

~ b
N

The rather chauvinistic commendation of Appleton .
House's modesty, and Marvell's criticism of the exagger-
ated architectural splendours of other cbuntry houses and
'country house' poems, relate directly to the idea and
use of language and to Bacon's theory of emblems. The
columns 'so highly raised' suggest the Biblical Tower of
Babel, and the analogy, is consciously extended. The '"Forrain
Architect' "thinks by Breadth the World t'unite/f[‘hough the
first Builders fail'd in Height.®™ (11 23-24) The Biblical
incident relates the origins of +the 'turse of the cgnfusion
of tongues'. ‘

4. And they said, Go to, let us build us a
city mnd a tower, whose 10p may reach unto heaven;
and let us make us a name, lest we be scattered
abroad upon the face of the whole earth.
5. And the Lord came down to see the city and
the tower, which the children of men builded.
6. And the Lord said, Behold, the people is
one, and they have all one language; and this

, they begin to do and now nothing will be res-
trained from them, which they have imagined to
do.

2

N

N 7. Go to, let us go down, and there confound

their language, that they may not understand

one another's speech.

8. So the Lord scattered them abroad from thence
mpon the face of all the earth: and they left [
of £ to build the city. |

, . (Genesis 11, 4-8)
Bacdon and Marvell share and employ this scriptural back-—
ground +o full -advantage in their parallel discussions of
language. For Bacon, as for Marvell, the root cause of
man's fallen language and corrupted understanding is pride.

In the age after the flood, the first great judge-
ment of Gqd upon the ambltlon of man was the
confusion of tongues; whereby the open tyade and
intercourse of learnlng and knowledge was chiefly
imbarred.1

° !

Bacon, Advancement of Learning, p. 18.
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The regenereﬂgon of language therefore 1mp11es the related
activities of replacing pride with humlllty and of dlSCOV-
"ering a language in which™men of different understandings
might be united. In "Upon Appleton House", I suggest
this dual purpose is accomplished by rhetorical emblems M
of virtue, for "we are persuaded by pictures“2 instead of
by the cursed language of words. .

We may begin to see how opposed views on the nature
and use of language Ffirst clash and then are resolved i
the hidtorical romance episode. In deallng with the Nyn-
appleton stanzas it would be well to keep in mind as a’
background the hostility of the Protestant North to thg
monastic ideal. The greatest.individual, exponent of the
Northern Renaissance, Erasmus, strikes a typical attitude
in satirizing monastic orders. The monks are "brainsick
fools, highly in .love with themselves and fbnd admirers of
their own happiness. n3 Puritan Englaﬁd'naturally seconded
“these harsh sentiments and Bacon, a spokesman for Puritan .
judgements of ent history, characterlzesuﬁhe Reformation
as a.time %whgﬁﬁgt pleased God to ‘call the church of Rome
to acc‘udt for their degenerate4manpers.aqd ceremonies,
and sundry doctrines obnoxious and framed to uphold the
same abuses."LL The' ceremonial and idolatrous tendency of
the Catholac worship that’ especially dlsgusted the reform-;
ers are also ridiculed by Marvell: ’

Some to the Breach against thS;r Foes

Their wooden Saints in vain oppose.

Another bolder stands at push . ’

With their old Holy-Water Brush.

[ wggle the disjointed Abbess threads

Thle gingling chain-shot of her Beads. v
' (XXX1Z)

The ‘pathetic impotence‘of these 'relics' before thelprovi;
2 Bertho;}, p. 194.

3 Erasmus, The Prglse of ollx (New York: Gélaxy. °
.Books, 1964), p. 28. .

4 Bacon, Advancement of Leg;nﬂng, p. 19.
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dential violence of William Fairfax implies a more serious
criticism than .the opprxobium of bad habits and it is even
_directed against Marvell's patrop$ though in blunted form.
The nuns and William Fairfax repreéent a clash of mighty
opposites suggesting -the enlarged reference of Blake's
‘contraries': the nuns are attached to a co?vent, of
course, but they ald belong to a greater psychological
community of obed?ﬁgﬁe; Fairfax, on the'contréry, is a
frank exponent of the individual will. His destiny is
clearly in his own hands to shape as he pleases and, in
stark contrast_;o the nun's, his commlt to action
enables him to escape the perversions of enforced idleness.
th As a medieval and a catholic institution, Nunappleton
(in addition to commemorating a phase in local, national,

and universgi,history) must surely have suggested to Marvell
the learning of the church Schoolmen. Marvell's themes
are not only politidal but epistefdlogical as well. ‘The
\nun's *'tongue' is oth 'sharp' and 'smooth', as the situ-
ation requires. t is no ‘fmore than a tool used to accom-
plish predetermihed ends, in this case an abduction., This
attitude to language suggests both the 'ornamental' view
of rhetoric as a help to scholars seeking to achieve
brilliant effects in the forensic and demonstrative manners,
and scholastic interpretations of Arlstotle, which had
ignored experimentation in favour of false proofs of'rhe-
torical and dialecical involution.' According to Bacon,
these wholly- verbal structures result from the isolation
Qof the mind, from the inability or unwillingness of the
*secluded intellect® Yo recognize Nature as a legitimate
object of knowledge. The nuns indulge in their capricious
and introverted pastimes in secret, away from the world:

These Walls restrain the World w1thout
But hedge our Liberty without,

(X111)

0
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. e . . .
Bacon compares the monastic minds devising of logical
schematisms, the'pullxng of pastes' for 'curious tastegs’',
to a spider spinningfpobwebs of useless erudition out of

his own body: /

N Even as their bodies were shut up in the cells
of monastaries, S0 were their minds confined %o
a,few authors...And it became their endeavor,to &
«spln..."laborloub cobwebs of learnlng...admléable
for the fineness of the thread and work, but’ of
no substance BT profit."5

And although the nun's official responsibility is to\in—
spire virtue, her methods are ironically expressly designed
to frustrate tn}s very purpose;for virtue canhot be demon-

/@trated through the reasonings of "disputations and con-~

clusions, which have no sympathy with the will of man.'“6
Unlike Fairfax, the nun is false and ‘therefore unfit to
impart knowledge of .virtue, to which she nevertheless
pretends. The pedagogue's abuses of ambition and pride

are here seen as perversions of the magistral method.

The nun's knowledge is of course a received doctrine, a
*holy legend', incapable of regeneraﬁion and, in fact,
Slavishly duplicated in 'linen' and im ‘*lives', (11 125-126)
The nuns have made of stored knowledge an end‘in itse}f,

but this is a way full of obstruction, for it does not
.contribute to the advancement of learning but enables the
bigoted and pedantic to shelter themselveg behind the
dignity of knowledge, to enforce belief rather than encourage
the spirit of critical examination. The nun's art there-
fore discloses the ulteriorfmotive it is intended to conceal,
for rhetorical arguments are d&eployed in order to secure
advantages and not to discover truths. Fairfax's accusa-
tion is therefore probably justly asserted:

.+« 'Tis thy state
Not Thee, that they would consecrate.

(XXV111)

5'Ci't:ed in Anderson, pp. 133-134.
6 Ibidoy P' 123'” \
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IfThwaites forsakes her. 'promised faith' and joins the.
convent her’ estate passes 1o the nuns in perpetuity, for
she 1s then wimhout possibility of legitimate issue. The
nuns would not Only wrongfully deprlve subsequent genera-
tions of both 'corporeal and intellectual heredltaments,
but abolish the race of men altogether:

Yet, against Fate, his Spouse they kept;
And the great Race would intercept.

(XXX1)
The voyage of mankind is indeed a 'race', and Marvell's
punning on this word,as in the fourth stanza of "The
Gardeny, is topically pertinent. As we shall see more
graphically in connection with 'a later episode, Bacon S
belief in the importance of handlng down the 'llghted
torches' of knowledge from parent to child and from master
to student is reflected in Marvell's poem. Here the aridity
and cupidity of a false rhetoric palpably threatens the
continuity of progress through successive generations.
Fortunately the providential hero foils this sordid scheme
and determines once and for all the convent's fate.

Thenceforth (as when th'Inchantment ends
The Castle vanishes or rends)

The Wasting Cloister with the rest

Was in one instant dispossest. ‘

(XXX1111)

It is as the guarantor of a cultural and geneological
tradition that the figure of William Fairfax assumes a
mosaic or ﬁgégfgﬁﬁ%.7 and it is in his 'gesture' of opposi-
tion to the nuns that he acquires concrete emblematic
features: ) .

But, waving these aside like Flyes,-

Young Fairfax through the Wall does rise. .

(XXX111)

Inversely, the nun's 1n&1gent clrcumstances are complemented

-

7 Rostvig, p. 342.
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by a moral, an intellectual, and, of course, a\genealogical
bankruptcy, "their wisdom being loquatious and nproductive
of effects." .

Emblems are not only discussed thematically but investi-
gated experimentally and technically. For examplé\ in
the mower's stanzas structures of emblematic communication
seem curiously to provide background and internal c&herencé,
for the whole episode is viewed as and framed within\¢he
elaborate machinery of Renaissance theatre. Marvell's\
readers are suddenly viewers of 'a series of emblematic,
scenes'. 9 The 'Masque of Nature', the pictured activitées
of the mowers, is again a didrect evocatlon>of the sensory
origins of language in gestures. These gestures or emblems
function as reﬁresentations of objects or inward states
and desires; in other words, they possess symbolic valueb x
Vico, following and acknowledging Bacon's influence, |
actually calls such emblems 'dumb shows'.'® The connection |
is perhaps of some practical assistance in solving the
riddle of the episode's ambiguity. Criticism has been
unable to reconcile the playful tone and ideal visions of
the created world with the sober scenes ‘and reflections of
the slaughterhouse that undermine and spoil them:

The World when first created sure
Was such a Table rase and pure.
Or rather such is the Toril
Ere the Bulls enter at Madril.

\
\

3

‘ ©

\
(LV1) |
The dumb show or mime as a comic form dependlng upon visual
manifestations of humour commands a larg? encugh reference
to accopmodate conflicting viewpoints or c¢riteria. Indged,

humour consists in the clear demarcation'and perception

of incongruities, of the 'show' and the apprehended reality.

8 Bacon, Novum Organum, p. 117.
9 Colie, p. 212.

10 G¢.B. Vico, Lg, c1enzg uov , (Bari: Boﬁpiani. ;911).
p. 142, '
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For in the world of humour the apparent truth
of things 'proves over and over again to be mere
show. But humour can sense the real immanent
truth behind show and acknowledge it as such.ll

The *jeu d'espirit' of the mower's episode is perhaps
‘lacking in taste but the mime is traditionally uninhibited .
"and often frankly crude. g

Marvell deliberately draws attention to the representa-
tive character of his 'scenes', (L1l1l). What the mime
represents is man at odds with nature and at war with him-
self. The mower's stanzas therefore embroider the theme
of "The Mower Against the”Garden§.“ The critical distance
proposed by the theatrical perception logically complements
Marvell's conception of the Mower. Marvell's literary
precedents, the shepherds of a prelapsarian Golden Age, )
were mere manifestations of nature, their spontaneous “
passions{direct expressions of natural harmonies. Marvell
ironically employs the norms of the genre in order to
refute it, for his mowers reflect isolation and even hostlllty
to nature instead of incorporation into the pastoral land-
,Scape. The irony penetrates and comments on the medium
itself,. for emblems in pr1nc1ple accurately and palpably
capture the thing signified. In dlrectly and con301ously
figuring the ambiguities and equlvocatlons of humour, Marvell
anticipates and prepares the narrative incident of a flocod
that perpetrates paradoxical effects upon the face of
things.

Let others tell the Paradox,
How Eels now bellaw in the 0x;
How Horses at their Tails do kick,
Turn'd as they hang to Leeches quick;
How Boats can over Bridges sail;

% And Fisshes,do the Stables scale.

How Salmons trespassing are found; v
And ‘Pikes are taken in the Pound.

. \ \ L

) (LX) B

P A
11 Cassirer, The Plgtgnic Renaissance in England, p.178.
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The chaos of the "mowers' episode recalls the curse and
the confusion of Babel, which first introduced émbiguity
and (grim) humour into the language and thinking of man.

In stark contrast to the disorderliness of rude and
fallen 3001e{1es is the ideal and immutable structure of
the planned paradise. Falrfax‘s geomebric garden of course
intends the political relation it is always dutifully \
attributed in cr'ticism. The underfying psychological
motif is perhaps more s1gn1f1cant however, in the sgme way
that a-secret cause may be more pertinent than an effect
that is too much with us. Marvell asks:

What luckless Apple d4id we tast,
To make us Mortal, and the Wast?

. (XLI) ~
The solution to our dilemma, here rhetorically illustrated [
in emblem, is for us to make "...our Gardens spring/Fresh

as his own and Flourishing." (1 347-348). Prominent\ ,
features of Fairfax's ﬁersonality and career, together with
the particular 01rcumstances of life at Appleton possessed
a decidedly Platonic character or, to a mind preconditioned
in Platonic lore, might at least easily suggest Platonic
analogues. Socrates' sedrch for truth was aimed at the
discovery of a principle of living based upor rules ‘of
righteous conduct. Plato's orientation is clearly contrary
to that of Aristotle, who classified ‘'practical' sciences
as of a lower order of abstraction,and thereforé, of less
importance than the purely theoretical pursuits of meta-
physics., .Socrates haa taught the worthlessness of public
opinion, the predominance of conscience over the command

of temporal ambition, agd the folly of prOIOpging any
activity, even life itself, at the expense of those princ#ple
which ought to guide it. Fairfax's opinions and exemplary
conduct qlearly mark him as a paragon of Socratic virtue.

~
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His retirement from public life was occasioned by his
unflinching opposition, based upon his horror of continued
bloodshed, to Cromwell's camﬁaign against the Scottish

‘insurgents. He is, we are told, a man who 'ambition

wéeds' and, ‘conscience tills'.
’ Socrates' pedagogical method consisted in a free and
informed exchange of ideas 1n conversation, the prerogatlve
of philosophy being a right to ask questions. Virtue and
knowledge were by him generously imparted to a small con-
gregation of friends and students. Fairfax was a man of
considerable learning and his presence and influence are
readily intuited in Marvell's dia%ﬁctical treatment of
ma jor themes throughout the Poem. Retirement, action, and
virtue, were probably discussed by poet and patron as
matters of mutual concern amongst intellectual equals.
The *'domestic Heaven' of Appleton, where a narrow and
priv;leged circle of thinkers, the *'furniture of friends’',
engage in delightful and edifying conversation under the
benign guidance of Fairfax recalls the atmosphere of
Socratic Athens. Quite apart from the intricate treatment
the notion of teaching and learning receives in the poen,
historically Marvell's official responsibility at Appleton
was the tutoring of Maria, and the credit for her prodigious
accomplishments is dutifully transferred by_ﬁhe poet to
the *Discipline Severe' of Fairfax and Vere. The goal of
Socratic instruction, virtuous living, ™Ls brilliantly em-
bodied and- justified by Maria,%mose excellence is such '
that, ironically, she surpasses in virtueiand offers moral
tultlon to her mentor. The compliment, of course, 1nstantly
reflects upon the motal and pedagogical prowess of Fairfax
hlmself Eh

In drawing upon a Socratic model and traditions 1n
sketching his ideal of v1rtue)Marvell was not deviating

"even as_ for Plato thewéscent

4

o
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to dialectic is made through three subsidiary stages of
perception-elementary sense awareness, operative knowledge
of particulars in use, and cognition of universals in the

less comprehensive sciences=-so with Bacon metaphysical

doctrines are attained only on the reaching the apex of the
pyramid of knowledge after having passed through the lower
sections or divisions, natural history and physics. nl2

If Bacon's method of sifting through or eliminating partlc~
ulars in order to arrive at 'simple natures' and un1versa1
forms is kept in mind, Fairfax‘'s geometric garden stands
out as the visible manifestation, proof, and 'essential
form' of virtue. Commenting on its general features, D.C.
Allen has pointed to its simplicity and freedom from the
heterogenous mass of particulars:

This Is one of the least particularized of all
gardens; it pales before those of the late Greek
romances; Perdita's garden is a Luxembourg com~
pared to it; "The Garden" could give instruction
to its planter. It contains only three kinds of
flowers; it has no birds, for they and the but-
terflies have fled to the wood where Marvell will
write his 1ife story. The only living creature

in the garden besides the poet, the Fairfax famlly,
and us is the bee.l3 . !

The *true 1nvest1gator'514 Fairfax, is here praised as
having ascended to the highest knowledge accessible to

man, to a form or conception of virtue of universal gener-
ality‘and application. Real forms in nature reflect L
underlying géometrico-meghanical structures, the productions
and discoveries of reason upon which rest the most general
propositions. Accordingly and by analogy the -symbol of
Pairfax's virtue, the garden's pure, mechanical symmetries

upon which rest the total form, reflects these sub-structures.

The garden is therefore of a composite nature, an emblem
of the "marriage in perpetuity between the empirical and

12 pnderson, pp. 130-131.
13 Allen, p. ‘128.
pE Cited in Anderson, p. 143.
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rational faculty":15 on the real side, a publicly observ-
able object on the literal level of WMarvell's poem and on
the premises of Fairfax's estate, and, on the ideal side,
an intellectual and ethical conception. As a rhetorical
emblem of virtue, an 'image sensible', the garden addresses
itself immediately to perception, for the five 'forts' aim
'‘a battery of‘beams' at each sense.

Although the ordinary language of words is® inadequate
for dealing with abstractions and requires the assistance
of emblems,16 these rhetorical figures are themselves, of
course, made up of words. By illustrating the moral
maxims cogitated by reason in\images, the words exceed
the sum of their parts. The responsibility of selecting
these verbal garments and vehicles of thought is incumbent
on the imagination. It is fitting therefore that the
vigilant bee should demand 'the word', and admit only the
'right' word that assists in fixing the real form of moral
perfection. (1. 320) Any loose or confusing language
would obviously mar the gartden's serene formal precision.
The exactitdde, as the bee é@gdently knows, is therefore
necessarily verbal as well as conceptual.if the subject,
Divine Virtue, is to be both préved and imparted. It is,
of coups%, not merely a 'word', but a kind of understanding
that works this notional machinery of moral peorfection.I
The bee adds to its symbolic value in providing a vital
clue concerning the mental powers that account for and
sustain Fairfax's achievement. Bacon delineates the intel-
lectual attributes of the 'true investigator®' as follows:

The empirics like the ant only collect and use; .

the dogmatists like spiders make cobwebs out of
themselves. But the bee holds to a middle course.
It gathers its materials in the field, and these
it digests and transforms by an ability appropriate
to itself. Not unlike to the bee, says Bacon, is

.| 4he true investigator of nature. He refuses merely
to collect and to put away in his memory history

#8 15 gited in Anderson p. 189. \
16 Bacon, Novum anum, p. 1ll3. °

3
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and experiment; nor does he manufacture his
dogmas by the mere power of his mind. Rather,
through a union between the experimental and

[ the rational in the exercise of his powers of
discovery, he produces enlightened conclusions
from those materials which he has received from
his senses and assimilated by his understandings.l1?

The empiric and the dogmatist, the ant and the spider,
manifest different types of psychological "and intellectual
imbalance, ?espectively tendencies to consider individual

«

elements or the whole of Nature at once. This is explained W
by a differing emphasis of mental powérs: the ant dili-
gently records and accumulates observations and distinc-
tions; the spider is quick to proceed from few and isolated
instances to propositions and laws of the most Zeneral '
bearing. The bee alone benefits from the ideal cooperation )
of these faculties, possessing a mind both penetrating

and comprehensive. The 'double wood', again a figure of
Fairfax (and of Vere), also typifies .this well-tempered

and fruitfuyl intellectual procedure. The forest is indeed
at first~érossly classified according to the genus 'wood'
instead of the species 'trees'. .

When first the Eye this Forrest sees .
It seems indeed as Wood not Trees: o ;

. (LX111)
But once approached and @ﬁ%ered, it discloses an elaborate

o

particularity:

Dark all without it knits: within .
It opens passable and thin; °

And in as loose an order grows,

As the Cqrinthean Porticoes.

(LX1V)
The benefits obtained from a judicious use of both method~
ological approaches to ngture are a ratiopalAbase for
speculation as stable as the ‘great Trunk' and a richness

N ~
17 Cited by Anderson, p. 143.
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detail corresponding to the most elaborate of the
Greek architectural orders. HNature is in this way made
to divulge her secrets to the Prelate of the Grove:

Here in the Morning tye my Chain,
i Where the two Woods have made a Lane;
While, like a Guard on either side,
y - The Trees before their Lord divide;
' This, like a long and equal Thread,
Betwixt two Labyrinths does lead. ' ™

(LXXXV11l1)
Curiously, Bacon's perceptions of knowledge are entirely
conditioned bf his understanding of the universe as a
1abyr1nth to be dec1gpered or read' with the assistance
of the ‘thread' of method:

But the universe#to the eye of the human under-
standing is framed like a labyrinth; presenting
as it does on every side so many ambiguities of

[ the way, such deceitful resemblances of objects
and signs; natures so irregular in thelr lines, _
and so knotted and entangled...No excellence of
wit, no repetition of chance experiment, can
overcome such difficulties as these. Our steps
must be guided by a clue, and the whole way from
the very first perception of the senses must be
laid out upon a sure plan.1l8

The 1deal interdependence of faculties is indeed
necessary in order to realize virtue for "it is almost
useless to know what virtue is if, at the same time, one
is ignorant of the ways of acquiring iy, n19 As ‘the garden
alpably demonstrates, virtue may also be imparted in
Yhetorical figures. The imparting the knowledge. of virtue

_suggests its correspondlng acqulsltlon\by a mind ready to

receive it. The vehicle of the transmission of knowledge
is rhetoric. In Bacon's view, rhetoric also has the peda-
gogical fgnction of creating visible images of moral .
concepts. Rhetoric achtieves its dual purposes through the
interventions, of the‘imagination, which acts as a messenger

13 Spedding, vol. iv, p. 40. .

19 anderson, p. 174.
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between logic and ethicg. Logic is the instrument and
symbol of reason, and inspires decisions; eéthics is con-
cerned w1th human wfll desires, and pas51ons. and precip~
itates action. The imagination introduces the complex of
sense impressions to reason, which judges and éelects; ey
reason then intrusts its decisions to the imagination which
inférms desires and incites the will to righteous conduct.
The imagination- imparts the contents of its message to 'the
will through emblems. )

@

.+.The affections are given over to "continual
mutinies and seditidns," and reflection would
easily become their captive and slave if the
eloquence of persuasion did not makeé a confed-
eracy between the reason and the 1mag1nat10n to
keep them in place. Take the case of ‘moving men-
to virtue. Was it not Plato who maintained that,
since Virtue cannot be made manifest to sense by
corporeal: shape, she should be shewn to the im-
“agination "in lively representation."20

The dual -function of pedagogical and moral tuition is
admirably combined by Marvell in a splendid image that

4

embodies this complex of ideas in 'lively represeritation'.

The double Wood of ancient Stocks
Link'd in so thick, an Union locks,
It like two Pedigrees appears,

On one hand Fairfax, th'other Veres: &

(LX11)
Again the metaphprinsubStance of knowledge is wood, for
the Renaissance manifested its ideal of learning by a
determination to construct a 'tree' or encyclopedia of
knowled37 Ramus too had conceived of his method ‘as a
51ngle tree branching out into the several dlSClpllneS.
In Bacon and Marvell the idea is really much more elaborate
because not only are abstract notions of Virtue and Truth™
concretized in the image, but a statement is made concerning
the ideal interdependence and coopeggtion of human faculties,

4

20 Anderson, p. 123. ’ ,
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the psychological realities through which Virtue and Truth

L Y
are realized: - N

Sense sends %;1 sorts of impressions to the
imagination, ‘and, out of these, reason makes

its judgments. Reason, before putting its

decrees into operation, having made its choice

wand demonstration, returns these impressions

to the 1magination, with the result that volun-

tary metion is both preceded and incited by. the
imagination. qélnatlon is a Janus with two.

faces. The face that beholdébreason has the imdge (
of truth; that towards action ‘the print of good- y
ness.21 . ‘ .

Just as Bacon's conception of'rhetoric\repf%sents the
imagination as a Janus with-two faces, one reflecting the
image of°Truth (reason))and the other Virtue (athics),

so Marvell's 'double wood' represents the ideal union of
Pruth (Vere ie. 'Vera') and Virtue (Fairfax). The aéeﬁcy
of Bacon's idea in Marvell's image gains additional author-
ity with Margoliouth's suggestion that "the two woods are
joined together at one point just as the: Vere and Fairfax
pedXgrees are joined."22 "ObGiously“Maria is the 'knot'
afﬂboint at which the pedigrees converge. In other words, K
according to the¢ prescriptions of the initiative method,

1z

continuous voyaglng 1n the form of generation is indis-
pensable to the a&vancement>of 1e£rn1hg, for if the infine

nature of things" is to be realized, impediments such as
"shortness of life, ill conjuctiontof labours, ill tradi-
tlon of knowledge over from hand to hand and many other
1nconven1ences whereunto the condition of man is subject,
must be overcome.' n23 Friedman too recognlzes both genea-~
logical and philosophical implications in 'Marvell's fogest

2 * Q\\j
2l Ibi&., pp. 170-171. LA
22° Margollouth, p. 288. e ‘1
23 Bacon, Agvancemen t of ;earnlng, p 3.




bravery of thelr masters, but they are characterized as

11v1ng pillars of continuity. w2l The 'discipl¥me severe' S

of the wise adults redeems the dead weight of stock kqfw-
ledge, for the \ible wood' is an organic, growingv thing.
\1

For it 1s ’knowledges as it is in plants ° W
if you mean' fo use tie plant, it is no matter

for the roots; but if you mean to remove it to

grow, then it is more jassured to rest upon roots

than slips;ys deilvery of knowledges (as it

is now used) @s as of fair bodies of trees with- !
out the roots} good for*the carpenter, but not

for the planter But if you will have sciences

grow, it is leSs\matter for the shaft or body of

the tree, so you %ook well to the taking up:of

the roots.25 :

Bacon forsaw the destiny know¢edgg as reflecting the
whole 'Universal -Fabric' o:

*Author of Authérs' _1s also, ime.26 Marvell too marks
the phllosophlcal congruence oR,e ension and duration.

creation, fgr Progress, the

beginning and end of Tlme pers nlfled in Nature. {

"Mnd, as they Natures Cradle. deckt, - . >
Will in green Age her Hearsé\%;pect

4 (LK1l) L s
The figure of the 'doublé wood' is furthermore an outstand- ¢~
ing example of the reflex1ve character of Marvell'\lmages-r

) ; When Bacon calls rhetoric the illustration of “
" tradition, the ifhage behind his words is that o oo
of shedding light so as to make anythlng visible
to theveyes.27 | L ;
What ,is here made visible ¥n 'lively E@presentation' is
e illustration of tradition itself. ”

“"Upon Appleton House's" mysterious powers‘of cohesion

‘the esencelof these rhetorical figures. If we think, for

. \

v
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‘a moment of the 11teral level of the poem as a 'tabula

rasa' of consciousness, then these figures are descrlptlve
signs or buoys which in a manner of speaklng float on the
surface of the text and guide the vslow steps' of speaker
and reader along the 'right road' and awey from the 'per-
ilous path*. They are also the pictures of Appleton

House which we, the furnitqre of friends, may observe as
they hang for our edification and delight. The emphasis
in Bacon's theories of language and communicat n,. as we
have seen,ie away from the auditory impression cresdted by
words, for they belong to a more general categor& of signs,
and emblems are less equivogal aﬁz sufficiently numerous
to represent the variet$»of notions. The Prelate 1100 has
clearly apprehended this vital truth: |

And Where I language want, my 31gns
The bird upon the bough d1v1nes,

The source of theee wonderful }mages is of\course‘the
knowledge of Fajrfax and of Vere, ,the*Janus of the imag-
ination impressed with the faces of Virtue and Truth. The
patrimony’'that the nuns had im the distant past wrongfully
attempted to 'intercept' is therefore not simply corporeal

but moral: , ’
And Goodness doth 1tself 1ntall
.0n Females, if there want a Male. ° .,
. % : ’ | (LXXXX1)

"Intail' is of course a heredltary tenure of freehold
land. The ngtural, intellectual, and ethical estate is
the promise of generation to mankind, as Bacon conceived
it. It is Maria then who genealdéically and figuratively
embodies the eBsential pr1n01ples her parents represent:

And, like a sprig of Misleto, o
On the Fair Oak does grow;

(LXXXX111)
The meaning of Appleton is /therefore sappropriately made
to depend on”the figure of largest symbolic reference,

" . \
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ironically also a creature of diminutive physical stature:

'Tis She that to these Gardens gave

That wondrous Beauty which they have;

She streightness on the Woods bestows;

To Her the Meadow sweethess owesy \
Nothing could hake the River be

So Chrystal-pure but only She;

She yet more Pure, Sweet, Streight, and Fair,
Then Gardens% Woods, Meads, Rivers are.

(LXXXV11l)

@

. Appleton itself is a reflectipon of her heévenly virtues,

"the external éppearance of things an emblem of inner

significances."28 for "knowledge only could have fill'd/

And Virtue all those Furrows till'd."™ (735-736) The know-

ledge of virtue is demonstrated and imparted in emblematic
images,'and as the genius and exponent of the imagination
Maria rea%izes the'Baconian dream of uniting mankind in

a single understanding, of exorcising the 'curse' and the
'‘confusion of tongues®:

She counts her Beauty to converse

In all the Languages as hers;

Nor yet in those her self imployes

But foyr the Wisdome, not the Noyse;

Nor yet that Wisdome woulds affect,
» But as 'tis Heavens Dialect.

(LXXX1X)
Hers is the wisdom of languages, the emblematic 'silent
écene', and not the "Noyse', the verbal cacophony of the
nun's 'lungs' and 'tongues'. At her approach, for she is
herself an emblem, the humiliated poet symbolically hides
the very tools wifh which he has fashioned the words of
his 'poem. -~

But now away my Hooks, my Quills,

And Angles, idle Utensils.

The young Maria walks to night:

Hide trifling Yough thy Pleasures sllght..

(LXXX11) “
| ™~
‘ - 28 Kitt£ Scoular, Natural Magic, (Oxford: élarendon
Press, 1965), p. 173. R .
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( ;””‘“““\‘Qﬁﬂarla s powers and perfection,. as Professor Rostvig suggests,

can be understood only as supplled from a supernatural

source, for she is "a reflection or emanatiofi of God as’

wR9

well as a creature. she therefore combines in her

person the summit .of man's sacred and secular natures.
The purpose and results of this idéal interdependence of
Natures is conceived by Bacon as follows:

For man by the fall fell at the same time from N
his state of innocency and from his deminion ;
over created things. Both these losses can
even in this life be repaired; the former by
religion and faith, the latter by arts and
sciences.30

i

. Maria's mind (and language) is as it was when it first

issued for%h from the hand of the Creator, and she is
capable of naming the creatures of her garden according
to their true natures.

But by her Flames, in Heaven try*d
Nature is wholly vitrifi‘'d,

4 i (LXxxviy °
The ambitions of the New Science, control and ascendency
over a recalcitrant, resisting material world,. are also
here brilliantly realized both by Maria herself (LXXX111)
and by the heraldic halecyon, an extension of herself '
(LXXXiV-LXXXV) .

b See how loose Nature, in respecyt
To her; itself doth recollect;

£ (LXXX111)

As a verification of the poem's muted cContinuities it

would be well to remember that Marla s ach;gvement\ls
possible only because the knowledge and use of 31gns and
emblems, (LXX1l), the skill-of redding and interpreting
nature (LXXll;), was preserved for mankind by the Prelate

in the ‘'ark' a% a %ime when it was threatened by the chaotic,
unformed materialism of a flood that oyerwhelmed the fallen
s001ety of the mowers. We 100 are rescued, having partic-
1pated‘1n the perllous 'voyage‘of discovery®, and at

29Rostvig, p.349. \
3%¢1ted by Andersonm, p.258. o




Jjourney's end we are dé%osited on the shores of a mew
world, a 'New Atlantis'. Ironically the new world is the
0ld world, the house to which we return in the evening is
that from which we departed in tﬁe morning, but differently
perceived, for we have in the course of voyaging avoided
thg ‘rocks' (LX) of decadent materialism and the shipwrteck
of WOrds. Bacon's promised land, his New Atlantis, also
describes the unformed chaos of the material world where

.there wasg nothing left to b2 ‘seen but a small
ark, or chest of cedar, dry, and not wet at all
with water, though it swam...zand there were
found in it a book and a letter,...And for the

v &@tter, it was in these words:
N "'I Bartholomew, a servant of the Highest,
and apostle of Jesus Qhrlst, was warned by an
. angel that appeared to me in a vision of glory,
> that I sMould commit this ark to the floods ¢
. the sea. Therefore I do testify and declare%ﬁ,;
, unto that people where God shall ordain this
' ark.to come to land, that in the same day is
"\ come unto them salVgtion and peace, and goodwill, ~
( from the Father, and from the Lord Jesus."

There was also in both these writings, as
well the book as the letter, wrought a great
miracle, conform to that of the.apostles, in the
forlgynal gift of tongues. For there being at that
time, in this land, Hebrews, Persians, and Indians,
besides the natlves, every aone read upon the book
and letter, gs if they had been written in his.

:y * own language. And thus was this land sdved from?

infidelity (as the remdin of the 0ld World wds
from water) by an ark."31
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