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This thesis proposes ~,.Baconian reading of Marvell' s 

"Upon Appleton House ll .\ Bacon' s theories~' ,parti'cularly .. .' 

of language and the 'radi tion 0 f knowledge t are adduçed 

as foundations for reasoning 'and starting pOints for 

investigation of Marvall! s poem. A Baconian-Harvellian 

hypothesis can at best claim only an experimental val1di ty 

howevel'-t as M&rvell' s eclect:1cism argues against My single 

source ,havi~g prior claims ,ta '6on~ deration. Nevertheless, 

Bacon' s infl~ance is sa1f as perv8.si va and ~ providing 

for the poems internal coherence., 1 
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~firrors M1rroring: Francis Bacon and Marvell' El; IIUpon Aepleton House Il 
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Cetbe thhe avance une 1nter:prétatlon 'du po~me 
nUpon APtteton House" de Marvell.;/dans le ladre . 

de la ph1'1osophie de Fr~cis Bac~n. Cette perspective 

se base principalement su," les i(d~eB de Baoon r~lat1 vas 
. ! ~ 

au langage et , la transm1ssio~ des connaissances huma;Lnes. 
,1 

L' Gepr1 t changeant et 6clectiq,ue du portte cependant 1 

oppose l' application rn~t~Od11-be d'un systbe philosophique 

au po&rnej et nous ne pouvonft donc qu'établir un certain 

rapprOChement entre le phil$sophe et Î'oeuvre poét;tque. 
/ . 

Néanmoins, les principes Bàconiens illuminent le sujet 
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trai té par Marvell et<1 fon,t ressortir la cohérence du po'me. 
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Marvell' s This thesi~ ~ropos~s a Baco~ian reading qf 

"-
If Upon 4ppleton House..". Bacon' s theo'ries,. particularly of' 
language and the tradition of knQwledge, are adduced as 
founaations for rèasoning and ~tarting points for investi-

> " 

gation of Marvell,' s poem. A Baconian-Marvellian hypothesis 
can' at best claim only an.experimental validity however, 
as Marvel1's eclecticism argues ~gainst any single source 
having prior cl,aims ta cO'n-sideration. Nev\?rtheless, 
Bacon's influence is seen as pervasive and às providing 

.1 

for the poem's internal coherence. 
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When Marvell wrotè\~'UllO!l Appleton House'" Bacon' s 
influence dominate,d"" the s'qientific and p,hilQ sophieal spee':" . 

lulations of the day. Yet ~ possible corr~pondence of 
Bae~n' s natural' scién't~ wi th ~at:vell' s vi'ews. c?neerning 
nature and his reflections o~ the use of man's cogpitive, ~ 
fàculties has never been investi ted. 

" 

~ . 
This thesis proposes a Baconi reading of "Upon Apple-

ton House ". twill be primarily con erned wi th Baeon I,S 

vie~s on languag~ and the tradition of owledge. ~t this 
specifie intention ean do no more than s 
em,hasis. ,Â Baeonian reading must traee). t broad outlines 
of Bacon' s philosophy and deal partieularly W:~h a number 
of individual tapies, for example, Bacon's the ry of • , 
idole, Baeon's theory of signs and of memory. Th~ reason 
why these topies must be individually consulted liés in 
the fact that they are closely interrelated •• the y are sep-

, \ 
arate but partial illustratiçns of Baeon's n~w inductiv~ 
method for the diseovery of forms and are there~ore them
selves better understood,within the framework of a general 
exposition of Baconian Methode 

Il suggest the tadvantageS of the proposed analtt,sis are 
two-fold, combining diverse an~ frequently adopted attitudes 
and methodologieal approaenes to the poem. ,Faced wi th a 
work plentiful in sources and suggestive power, but broken 

. . 
by frèquent nar..rative: in~erruptions and perspecti yal shifts, 
some criticsl have opted for a twide-angl~' presentation 
that refleets the dive~ity without'attempting to overpom~ 

, lJoSePh'H. Summers, Introduction 1Q Andrew Maryell, 
(New York. Laurel Poetry Series, 1961), pp. 17-25, and, 
D.C. Allen~ Image and Meaning, (Baltimore, 1960), pp. 115-
153. 
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the discontinuity.' o~~ers2 in trying to lend soma fi~~ 
of direction and discipline to the poem, have 'been fo~ced 
to confine their studies within more olless narrow limits. 
As Rosalie Colie has observed: 

••. critics seeking to illuminate a particular aspect, 
line or tradition of the poem, have legitimately 
ignored' its elements tnat'were irr~levant to their 
particular concerns.] 

The preceeding hast y condensation is of course not an ex~ 
haustive summary of critical at~itudes and procedure, but 
i9 meant to identify the methodologi~al advantages that, l 

'\ 

suggest, may be combined in a Baconian analy~is. A contin-
uous and consistent reading that nevertheless resp~cts and 1 

employs the diversity of the po~tic material is the antic-
'ipated resul t. It would be absurd, however

j
, to contend 

1 
that "Upon Appleton House" is a.Baconian manifesta, just 
as, in my opinion, it is ebsurd to argue that the poem is 

- ~ 
~eally about' Hermes Trismegisthus. Al~ that the critic 

1 

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 ,me~ing. This is not to say 
that a Baconian reading would ih any sense be a critical 
posture of limited insight. On the contrary, the issues , . 
that fascinated and prrocèupied the great Lord Chancellor 
are directl~lated to Marvell's foremost topical concerns. 
M?reover, because the e'pistemological and c§btologi'cal 
probl~ms presupposed in Bacon's idea of.met~od are character1stic 

2Donald Friedman, MarVyll t s Pastoral &I.. " (London, 
Routledge, Kegan Paul, 1970 pp. 199-252, and, l~taren Sophie 
Mstvig, "Upon Appleton House and Tt,le Universal History of 
Man", English Studies, XLII, (Dec.), pp. 337-351. 

3Ros~lie Colie, ~. Ecchoing §Qng, (Princeton: Prin~e-
ton University Press, 1970), p. 18Z- ' 
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(--'1 ~ oi his age, a close Baconian interpretation, though ' spec

'ulative', might yet succeedfin revealing by analogy how 
the poet' s rnethods work ~n furthering his purposes. 

() . -

o 

It i,a not my intention to vindicate pertinent Baconian 
't)leories from imputations of pretence or' simulacrum, nor ' 
otherwisè to attempt to salvage Bacon' s oft-assailed reput
ation as art'\.. important philosopher. l propose to show how, 

• 1 

as parts of the working m.achinery of a comprehensive sCheme, 
Bacon' s ideàs might contribute to a, systematic and cogent 

.", • 1 

reading of the poem. For example, the 'idols of the market 
place' disclose Bacon' s belief in' the corrupting influence 
of language on thought. The doctrine, indeed, is shared by 
several empirièists, notably Shaftsbury and Berkeley. But 
what of Bacon's conviction in the positive aspect and 
function of language? In order to elucidate i t, i t is nec
essary to ~escri be beforehand his ~ew inductive method 
for the discovery of forms, and corisequently all vicious 

1 

mental dispositions (not those of th~ market place on1.y) • 
Why is i t important? Because language is for Bacon instru
mental in thr tradition of knowledge. How does this relate, 
to Marvell' s poem? Marvell, like Bacon, is interest~d in 
the problem of rehabili tating Man and the sciences of, Man, 
and historical circ.umstances, together wi th the prescrip
tion of the panegyric form in which he wri tes, require 

that he eff~ct a transfer of 'the virtue and knowledge of . 
Fairfax to Maria. Actually, the relevance of Bacon' s 'logic 

" o~ instruction' has a more immediate impact than the cele-
bration of Fairfax and Maria would of i tself suggest. The 
need and readiness to praise is in my view subordinated. to 

, , 
the more urgent necessi ty to ,teach and to learn. Accord-
ingly, though the autobiographical character of the 'meadows' 
and "'woodlands' episodes has always been recognized,' l 
suggest Marvell"s self-portrait is ~mpreS'sêd on the entire ~ 
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,poem. Fairf'ax and Maria,' unlike the speaker and his read
ers, cannot aslt for' gr~ater e*evatioll and dignification. 

-
It is in the spe~ker' s 'voyage of discovery' (a Baconian 

. epi thet) that Bacon' s method and Marvell' s aspirations are 
mutually illustrative and supportive of sustained and boher
cent progressions. 

Bacpn's the ory of language is a 'sign' theory. Sign 
. , theories do not begin wi th Bacon. they extend continuously 

from classical antiquity to the Renaissance. l feel obliged, 
however, to credit Renaissance thought wi th certaip innov~
tions. ,Firstly, the classical sign theory is based'" on the , . 
audi tory impression created by verbal signa 1 

Formulated by St. Augustine, this theory rests 
on the view that sign.s are fundamentally verbal 
in nature. 4 . . 

For Bacon, languag'e, that is, words, belong to a,more,gen-
eral categorY,of signs and the emphasis is decidedly on 
their visual or 'gestural,' quali ty. This ernphasis is use
ful in ,dealing wi th Marvell' s poetry., 1 which communicates \ 
through 'images, b~ means of pictorial instead of phonetic 
signs. Secondly, in the traditiona~sign~theory of sCh?
lastic philqsophy signs point to ~-sensi ble reali ties 
prior to objects in the order of being; 

And, , notwi thstanding the scholasti'c demand for 
a theory of' oognition explaining man's knowledge 
of the world of nature, the object to which_ 
Medieval thinkers normally addressed themsEüves 
was the wor1d of spiritual reali ty, wi th preem
~nent attention to God.5 

In Bacon's view'signs attach exclusively to a material 
'Universal Fabrio' whieh through the ministrations·of. sense 

1 

and 'the operations qf ju<\Sement might be more c~early 

Yale 
\tareia IL. Colish, T~e Mirror of Language, 
University Press, 19 8), p. viii. 

5 Ibid., p. 1,; 

1 

(New Haven, 
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percei ved. EvEtn where Bâcon 1 s opinions and tradi t.ional 
sign theory appear to bear comparison, the referential ~ 
background of Bacon's method ~ts an old conceptual tool 
to new tasks. His treatment of the commemorative aspect 

, of language is a case in point. Both Bacon and tradi tion-
al Christian thought reject the platonic doctrine of 

1 

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-

< 

oric, however,' does not consist, as daes that of the Sbhool-
men, in simple accuracy of verbal formulati'on in connec-
ting the sign with the object tp be evoked in the mind of 
the subject. 'Loci', or artificial, lagical places of , 
memary, bath decide the appropriateness of sigrils and their , 
usefulness as instruments for the domination of a recal-

1 

citant, resisting nature. Choice of materials accumulated 
from the observation and experience of reality therefore 
is basad not only on the persuasive conveying ofaxioms 
of greater and lesser generality or utility, but th~ very 
objects and directions of continuing inquiry into nat~re. 
An ~xposition of Bacon's rhetoric is therefore essential 
to a description of his method. This facet of Bacon's 
thoug~t again bears directly on Marvell's interest in teach
ing, learning, and the tradition of knowledge. As we shall 
see, the speaker's rehabilitation consists not only in 
achievement of conceptual and verbal precision, but in à 
method and a willingness ta ,observe and prod the possibil
ities of naturè. ~roof begins with seeing and experiencing, 
not with the assumption of fixed 'positions' for conten-

( 1 

/ tious argumentation. Colie keenly discerns Marvell's open-

6Ibid ., p.5 
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J • experl.encer 
~ 

There is something tentative about the way 
the poet moves througn 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 interpreted.7 

Bacon's hostility to the static 'positions', or false proofs, 
of scholastj.c rhetoric 'corresponds to an important charac-
teristic of Marvell's mind and po~try. As Marvell's 
frequent use of the dialogue f~m indicates, contrasting 
points of view and relative moods are for his imagination \1 

never static; dialogue and argument are always the vehicI,es 
of a dialectical progression ai~ed,at resolv~ng oppositions. ~ 

This also,-incidentally, argues in' favour of a unified 
interpretation of the poem. 

In Baçon's method, the emblem conspicuously stands out 
b,oth as a classification of lingui~tic ' utterance' and as 
arr,insti:ument in the tradition of knowledge. It is also 

• "~j 

useful in penetrating the subject of Marvell's imagery. ç 

Bacon malntains that the function of the emblem is to lead 
intellectual pr.incip1es onto a sensory level in- order that 

~they might be more ~eadi1y apprehenaed. Again, perhaps , 
Bacon' s idea of emblem ls ,not unique. The concret'e symbol- . 
• , 1 

ism of abstraçt ldeas is typic~~of the~R~naissance. B~t 

the" embIem'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 tho~~t Ibut the very vehicle of thoug,ht. 
Belongihg to the genera~ category of signa, it is also a 
'language's Maria, the H~cyon,Thwaites, Fairfax's garden, 
the 'double wood', the Iane 'passable and thdn', are just 
such no~-verbal, gestùral signs. Why must intellectual 

\ 

7 
70011e, p. 182. 
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principles be brought onto a sensory level? Because sense 
experience is the foundation of know1edge. What benefits 
result from so concretizing the abstract? The edification 
of Man. Bacon adopts P1ato's observation that "Virtue, 
if she cou1d be s'een, would move great love and affection. ,,8 

This role, of making ab~traction sensible and therefore 
apprehensib1e, is précisel~ the.undertaking of emb1ems. 
Quite apart from Rosalie Colie's discovery of traditional 
pictorial and emblematic keys\ in her historical study of 
the surrounding cu1ture9 , the principles underlying emblems 
are of genera! bearing on the poem.· Emb1ems reduce the 

\ 

abstract to the c0rtcrete whi1e insis~ing on the 'continuing" 
significance of the abstract meaning. Marvell employs 

\ 

this technique in converting ~onventional symbols into 
literaI truths; for example, the 'sybil's leaves' are read\ 
by the Prelate of the Grove in the wood1ands, in other 
words, traditiona1 images of prophecy are identified as 

1 

ordinary forest 1eaves. The-symbolic reference i8 inten-, ~ 

sified as these .heraldic forms are àctually placed alongsi~, 
things no~ally 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 ~ poetic se1f
consciousness that inquires into the nature df figurative 
meanings and how they are created. Commertting on the r~lex-

" ive character of Marve11's images, in the particu1ar casë 
of the 'garden' metaphor, Milton Klonsky has obse~yed as 
followsl 

\ \~) \ 

But there is still a deeper involution of in
sight, as though a mirrored eye should sée . 
i tserf seeing i tself, for this image of 1 

Marvell' s ls the reflection of a similar image,\ lq 
from Plotinus' Enneads, the image of an i~age ••• 

. . 
, 

BF•H• Anderson, the Philosophy of Francis Bacon, (New 
York, Octogon BooKs, 1971). p,. 124. 

9colie, pp. 1~1-l.9tt 

lOMilton Klonsky, "A Guide Through the Garden", Sewanee 
Beview, LVII (Winter, 1950) p.16 

\ 



( 

1 

() 

8 

A hypothesis on the interrelationship of the organs and 
the objects of perception emerges from the poet's cQnscious-

, 1 

ness of his awareness. Considered epistemologically, the 
iss~e of Marvell's introverted, imagery is charged with a 

, • 1 

peculiar force, a para~oxical necessitys because the 
mind mirrors nature, nature ls herself 'art's mirror's 

·the clearest perception of this reality is th~refore, for 
the poet of.· knowledge, to picture the mirror's mirroring. 
Figures are in consequence literalized, the ideal reified, 
and "Upon Appleton House" takes on in sharp outline a 
.representatl ve cast, 'Jor the poem i tself is an image.' Il 

It May be that t:he emblem i3 thus made tb 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 lunderlying the emblem yet strlkes 
at the very roots of the poem's descriptive sensibilities. 
In cbntrasting,the general features of "The Garden" and 
"Upon Appleton Hou~e", J.B. Leishman has commented as 
follows s ~~ 

•• ~ between "Tl;te 'Garden" and "Upon Appleton House" 
there are some real affinities, and stanzas from 
the shorter poem might weIl have been incorporated 
at various places in the longer one. Nevertheless, 
while there~are certain dialectical or argumentative 
passages in "Appleton House", passages in which 
the visual and the conceptual, the dialectica~and 
the descriptive, are combined in much the saroe way 
as in "The Garden", "Appleton House" sti11,remains 
primari1y a descriptive poem, a catal~gue of . 
delights, while in "Tl1e Garden" de,scription is 
throughout subordinated to argument, is essentially 
i1lustrative.12 -

The critic's remarks on the descriptive type.of insight at 
work in "Upon Appleton House" .are echoed by 001ie.'.s 

llIbid., p. 16. 

l~J.B. Leishman, i,e A~t Of Marvell's Poetry, (Londops 
Hutchinson ~ Co., 196 , p.292. 
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observation: "The house poem is a coherent 'series of 
pictorial descriptions."l) 

, . 
A word, on Marvell ' suse g.f 'baroque' techniques might 

assist in shedding more light bn this descriptive tendency. , 
Marvell employs anamorphosis both to disrupt and shape his 
reader's perspectival assumptions. 14 The relativism to 

jwhich this gives.rise points to'important issues in Bacon's 
philosophy as it relates to learning and the com~unication 
of knowledge. Bacon believes that th~ emancipation of the 
intellect is j.mpeded by man' s tendencies to construe wisdom 
as traditional opinion' and to hastily project conceited 
human 'anticipations" upon nature. His method,. especially 
as it May be lobserved in his rèfutation of prior philosophies, 
carefully dismantles fixed attitudinal structures just as 
Marvell's special effects establish "that fixed inter~r~ta
tions, of the world, of experience, of man experiencing, 
are always risky undertakings, to be ventured at one's 
peril. ,,15 

Anamorphic art suddenly c,oncentrates i ts energies in-, 
ward. It consi~ts of juxtaposition or superimposition 
,rather than extension, and is formed of contiguous rather 
th an continuous parts. The fOllowing stanza usefully 
illustrates these features: 

~ They seern within the polisht Grass 
A Landskip drawen in Looking-Glass. 
And shrunk in the huge Pasture show 
As spots,.so shap'd, an Faces da. 

, 1) 

Such Fleas, ere ~hey approach,the Eye, 
In Multiplying Glasses lye. 
They feed so wide, sa slowly move, 
As Constellations da above.16 

(LVIII) 

Colie, p. 196. 
14 Ibid, ~p . 205-211.' 
1.5 Ibid, P :-18). 

16 All/quotations and ~extual references are ïrom H.M. 
Margo1iouth, Andrew Marve11, (Oxford: The Clarendon Press, 
1971) vol. 1. \ \ 
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The technique is here not simply visual but optica~# 
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- 1 

ing still-life, the poem is a picture. The epistemological 
\ 

implications of this readiness to picture scenes,' and the 
pr~suppositions concerni~ the natural ~orld on which it 
is' based, add, l sug'gest, a further dimension to the general 
principles within which some critics have framed the poème 
According to Donald Friedman, for example, the poem stands 
for the process and concept of metamorphosis.17 In the 0 

rapid, abrupt, and sometimes chaotic shifting of intellect
ual and physical locatio~, this cri tic rightly perceives 
the contïnuous seasonal transformations'of nature. But the 
frequent 'frozen' moments indicate, l suggest, that nature . 
is not simply chang~ Man and soc~ty are therefore' not 
subject tp the unçonscious will and control of a completely 
natural law. The wo~id is a flux consisting of polar 

~\ ~ oppositions, metamorphosis and stasis, between which 
oscillate various types of meaning and of truth. Indeed, l 

would urge that in the figure of Maria, stability is seen 
as the ontological end of action., Colie's reflections on 
the Mar~a episode strongly suggest thls position: . . . 

What had fluctuated is brought to ~tasis,As th~ 
halycon-girl stills the fluid scene; the rapid,ly 
changing elements of earlier passages,_ the lapping, 
relaxed particulars of the river scene just before 
Maria·s entranc~ are at this point aIl arrested, 
frozen into a moment of still life, caught in an 
instant of immobility as a,painting catches its 
shifting actuality.18 1 

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

17Fried~an, p. 231 
l8Colie, p. 207. 
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a~ we shall see, i8 not only the goal of Bacon's PhiIOS~ 
but the vehic'le of a ~eading of the poem as disciplined ' 
and pu(poseful. Ultimately, Friedman himself tenta~ively 
endorses this approach, without, unfortunatèly, elaborating 

'it: 
1 

If there is any resolution (to physical and 
moral fluctuation)", i t is in the metaphors 
themselves that form the subs'tance of "Upon 
Appletoq ~ouse."19 , 
Ann I}erthoff regards "Upon Appleton HOUse" as a typical 

production of Ma~ell's allegorical imagination. 20 This 
view, as she is herself weIl aware, is perfect~y consonant 
with the 'moralized picture' of embie~. But .allegorical 
and emblematic' concerns cdmpete for methodological pree
minence wi th the rest of Marvell' s tech'nical equipment.'· 
Pictorial effects, as we have seen, are encouraged by 
a~~orphosis. Rebus too," combines vi,sual ~and intellectual 
perception: 

An emblem shpuld not be confused with the rebus, 
as it is by Hartman (Marvell, 21. Paul, and the 
Body Qi Hope, p. 187). A rebus is a visual pun 
akin to such symbols as Dickensian names, word
play made visible.\ The semantic's of the rebus' is 
absolutely different from that of the èmble~, which 
al ways has a temporal ambiance.21 

The rivalry, however, is friendly in furthering the same 
ontol?gical 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 ambi~ce lifting anamorphic pas~ages above 
the literaI surface on the other. In'either case'~ however, 
the result is~the 'illud t~mpus' of a motionless actuality. 
The Maria episode marks the total domination ,l)~ t'l}e emble!,D 

;' 

19 Friedman, p. 246 / ~ 
20 . 1 

Ann Berthof~, ~ ResolYrd Soul./ -(Princeton: 
Princeton University Press; ,~1970 pp.J-JJ. ~' 

21 . -
.Ib~d., p. 25. ,1 
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of the surrounding narratlY~, detaching it from the rest 
1 

of ,the ~oem and lending it an . ' 
an~orphic quality (that of 

separation from the narrative matrix). 
The aboya passages point ~o the areas where Bacon's 

me,thod mtght ''be usefu1 gin understanding Marvell' s poem. 
My aim will be' to offer, even if only t,~ ,synthesis, an 
outline of the different ways in which Marvell's art is . " 
used to express the relationship bé'tween the individual 
and rea1ity, between history and nature, between th~ ancient . 
and the modern, as proposed and e1aborated in Bacèn's Methode 

Beiore proceeding in the following two Chapters to 
an exposition of Bacon's method and to a Baconian inter-

t 
pretation o~ the poem, it mig~t be useful to examine as 
b~ckground the themes, motifs, and structure of "Upon Apple
ton Ho'use", for i t is Marvel1' s longest and Most complicated 
production. 

The poem is both the account of the peripatetic poet's 
day-long'strol1 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 cl~arly organized into six distinct sections. 
The first (stanzas 1-10) describes the house and its master, 

-" 
int~oduc'ing the major theme of humility and the presiding 

l ' 
ide a that outward form or appearance indicates moral 
quality in varying degrees. i,e., Fairfax's house is 
chauv,'nistically praised above that of the 'foreign arch- ' 
itect', The second (stanzas 11-35) consists of a histor
ica1 narrative relating the history of the houSe and the 
geneo10gy of Lord Failfax. The moral concern takes the 
form of a justificati~n by 1awful violence of the man of 
action (which incidental1y vindicates Lord Fairfax's tit1e 

22 Colie, pp, 181-191. li 
l' 
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to the estate and more closely associates the man with 
the house). The thir~ section (startzas )6-46), a descrip-

" , 
tion of fairfax's garden in peculiarly militaristic terms, 
is no doubt a compliment to the Lord's celebrated rule 
as a genera+. Subtler meanings are implied concerning ,( 
the five senses, theprelapsarian garden of Eden, and England 
in her political aspect during the civil war. In tnp " 

i.'\J 

fourth major division of the poem (stanzas 47-60) th~ . 
'poet moves on to the very complicated 'meadow' episode and 

. . \ 

relates the death of a rall at the hands of a careless 
mower, the rural celebrations of the mowers aTter their 

~\ work is done, and\the subsequent flooding of,the Meadow. 
The episode has political, social, and psychological over
.tones in Many casual, apparently gratui tous comparisons of 
Yet striking, almost oxymoronic effect. The fifth episode 
comprises the retreat from the flood to the higher wooded 1 
grounds. The biblical and ph~losophical implications of 
the flood are emphasized by the specifie identification 
of the" sanctuary as a '~reen and growing ark.' The occasion 
is also one ofcdispropor~ionate 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 
facul ties. The ,conclusion!: of the poem consists of an , 

elaborate compliment to'" Fairfax,~ s daughter Maria and in 
- keeping wi~h the theme of humility, a biting s~f-criti~ism 

following upon\'the excesses of the woodland' s interlude.~ 
Obviously Maria' s triumphant presence ï~_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 clear~y introduces the ~ 

reader to the 'sober frame' not merely of the house, but 

l 
1 
l' 
1 ~ 
r 
1 
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of th~ poem as weIl. The comparïson of a building with ' 

a poem .. the architect with the poet, was a favourite with 
i' • 

Marvell's contemporaries Herbert, Crashaw, and Davenant.' 
The disparaging comment directed against the 'Forrain 
architecte 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 specifie, . 
the gibe is topically pertinent and related to what May 
be the 'moral of the story.' The Most prominent feature 
of both house anq' poem iS,the unassuming humility,of a 
divine economy. 

1 

Let others vainly strive t'immure 
The Civcle in the Quadrature! 
These holy Mathematicks can 
In ev'ry Figure equal Mah . 

. (VI) 

The theme of humility is illustrated by motifs which"in 
their broadest outlines, expand on the significance of 
appearances: throughout things are characterized, identi
fied and delimited by outward form, the m~ by his 
decorously designed house,/the birds by their 'equal 

. nests', the tortoise by his s~ell (man by his body), the 
salmon-fishers by the equipment of their'livelihood, ~he 
created world by the "dark Hemisphere', poetry itself by 
normative principles of form and design, the human psyche 
by a proportion and harmony which it enjoys (or should 

) , 

lenjoy) with its environment. Each major section of the 
~ 

poem is introduced by a dominant imag~,' 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 . 1 

. are being described. This is hot imitative art in1the 
• ' 1 

Aristotelian sense but art which de scribes descriptive 
processes, which q~alifies 'nature' as a combination of 

, 
'"--~-~. ----------------------------
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empirical observation and metaphorical expression. In 
th~ mead?ws section, for example, the various episodes 
are called 'scenes' which 'turn with Engines strange', 
the cattle 'seem within the polisht Gras~, A Landskip 
drawen in Looking-Glass' (lines 457-458), ,and further 
micro,cosmic compressions indicate that the whole is in
deed a 'Iittle world made c'unninglY'. How else could 
such ostensibIY·disastr?~s events as the death of the 
rail be dispelled as Mere 'pleasant Acts'? Very solemn. 
inferences are managed with an ,almost unconscious ease 
and th en shuffled aside in the masque-like procession 
of images: 

1 

Or sooner hatch or higher build: 
The Mower now comm~ds 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: 
The Women thât with forks it fling, 
Do represent the Pillaging. .. 

(LIlI) 
"Although these upheavAls are rendered innocuous.by the 
microcosmic reality of ~he poem, deliberate efforts are 
made' to relate the microcosm to the macrocosmic uni verse, 
especially in the final.two stanzas of the poem. ~n~ 

li ttle world at Nunappleton is said toi contain the sarne 
items as the greater world though 'in more decent Order 

'tame'. As Marvell's frequent references to ~ark hemispheres, 
Antipodes, and constellations suggest,. the macrocosmic 
universe provides the referential background without 

" 1 

which Nunappleton would be ~estitute of aIl particularity. ~ 

Moreover, the poem represe~ts rarvell's greatest project 
and is replete with epic overtones; it is clear that the 
poemi though modest in size, is ambitious in formulating 

... a comprehensive world view. Besides, only the Most splel1-

.' did type of panegyric would be suitable for a man of Fairfax's 



" 

( 

o 

16 

.. 
stature' and dignity. Specifie 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 lOO~.· (lines 24-30). The reference 
is to Aeneas entering the tiny rustic dwelling of Evander, 
there to learnl the lessons of humility.23 

The poem's poetic centre is located in two,very 
unassuming couplets which appear to serve a purely decorative 
purposea in fact they constitute both the physical 'and 
underlying conceptual topography of the p'i~ce. 

>~ .1- ' , 

'Art would more neatly have defac,' d 
~t she had laid so sweetly wast; 
'In~ragrant Gardens, shady Woods, 
Dae~meadows, and transparent Floods. 

(x) 

Montaigne, whose ideas and attitudes may have'influenced 
'Marvell,24 had very definite opinions on the opposition 
of art and nature. 

We cannot erre in following Nature very rawly 
and simply. l have not by the' power and vertue 
of reason corrected my natural complexions, nor 
by art hindered mine rnclination. 25 ' 

Montaigne's argument is also the justification of that 
pastoral, sensual love poetry , and of i ts exponent, Saint
Amant, for which every~hing is pepmitted because nothing 
is by nature forbidden. But Ivlarvell always closely 
scrutinizes and recapitulates the significance of his pr~c- - · 
edents, and l do not think that' "Upon Appleton House" yan 
~ncorporated into tHe ethos of lotus-land. Moreover, 
-~e 'art' of Maria is clearly praised as a law and a model 

for mankind to follow. The significance of Marvell's lines 

23 John Wallace. Destin* !::!i§. Cho·ice (Cambridge Univer
sity Press, 1968), pp. 241-2 3. 
:; 24 Colie,o p. i82-l84. i. 

25 Michel de Montaigne, J:;ssays, (New York, Everyman 
Edition, 111.,1948)" J0l?-n Florio trans." il. 3

1
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therefore gepends on th~/meaning assigned 'art' and 
1 

'nature'. The problem ~nvolves discovering the right art 
and Ith~ 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 t~e history of the house 
as nunnery. The nuns seek to refine nature in both a ' 
physical and a spiritual~sensè (XXII). Their dishonesty 

" and artifice is repeatedly evinced by the use of cosmetic 
imagery (XIV). ,The condemnation of deceitfu1 ~les belongs 
to the whole poem"as the indictment is~repeated at the 
end in connexion with the ~verridrng concern of humility: 

Go now fond Sex that on your Face 
. Do aIl your ·useless Study place, 

N0r 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 know1edge only could have fill'd 
And Virtue aIl those Furrows till'd. , 

(LXXXXII) 

.. 

The nun's happfhess is shown to ge fragile and illusory 
when, as in a fairy tale, it disappears when confronted 
with the lawf~l and providential violenc~ of William Fai~fax, 
and Marvell very effectively impresses upon the reade~ the . . 
opposition of the nuns idlenass with his hero's purIios~-' 

, fuI beneficial, and socially consequential action (XXXI). 
The nun' s only weapons are their 'tongues', a useless and 1 
foolish rhetoric which only d;ssembles wisdom. As we 
shall see, their use Qf ~~nguage is in stark contrast to 

-
Bacon's acti~e and functional 'logic of instruction.' 

Th~ subtle c~allenges to Lord Fairfax's deliberate 
'retirement from the world, initiated~in the Nunappleton 

, 1 ~ 

episode by implied comparison with the fateful actions of 
his-ancestor, William Fairfax, are extended'in the g~ometriO 
gard&n-stanzas. The admonition is, of course, not peremptory 
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.. 
and is couched in guarded terms suggesting the overriding 
preeminence of a providential design. But the episode , 
neatly fuses philosophical observations on Fairfax's 
seclusion with images of an~nhappy England in her political 

o -1-
aspe,ct. 

Oh Thou" that dear and happy Isle 
The Garden of the World ere while, 
Thou Paradise of four Sils, " 
Which He~ven planted us~o please, 
But, to exclude the World, did guard 
With watry if not flaming.Sword; 
What luckless Applè did we tast, 
Ta make us Mortal, and the Wast? 

, (ilCLI)' 
Like England, guarded with Iwattry SWOfd " the perf~ct 
symmetry and order of Fairfax's garden, aiming a fort at 
every sense, make it i~pregnable to attack from without. 
Ebth England and the garden, from the poi~t of view of 

, ~ 

what is outwardly· observable, are figures of perfec~ion, 
but both are fatally corruptible from within._ The civi~ 

1 .) <!) 

wars and Fairfax's quaiht pastoral antics are furthermore 
ski;Llfully conjoine. in a rOOJt cause; the unwillingness 
of Fairfax to pursue his destiny relentlessly across the 

t , , 

havoc of war: 
And yet their walks one on the Sod 
Who, had it pleased him,and God, 
Might once have made our Gardens spring 
Fresh as'liis own and flourishing. 

~ But he preferr' d to the Cinque Ports 
These five_,imaginary Fort,,: 
And, in those half-dry Trenches, spann'd 

", 

D "',li te ,the elaborate compliment ta Fairfax, the ~ tone of 
, ~'~ Pow'r which the Ocean might commando (XLIV) 

t " geometric garder>- episode is defensive and vigilant, 
COpditioned,no doubt by the civil wars, and in a broader ~ 
historical context,' by the Fall its~lf: iWhat luckless 
Apple did we taste,/To m'ake us Mortal and The Wast ?' (11- ...., 
,27~28) The protective shell of Fairfax's retirement 

lOf 

• 

1 



c' 

- 19 

reca1ls the walls which fence in the nunts 'liberty' . • The nuns, true to their spiritual inclinations, refine 
nature, combining its 'finest ~arts' in esoteric mixtures; 
Fairfax's garden is in a like sense artificial, a curious 

, -\ 
imprintrng of conventional values and human expectations 

.upon nature. 
The error of expecting nature to confornlto hu~an 

wishes is further explored in the "meadows" episode, where 
Marvell is specifically'concerned with the most notable 
manifestation of human artifice and convention, society 
itself. The frustration of vai~ human aspirati6ns is "here 
masterfully conveyed by à continued impression of moral 
ambiguity.' In fact the ambiguity is perspectival as weIl 
as moral: ,~irst the mowefs are reduced iQ size, made tiny 
even when compared to grass-hoppers; but these grass
hoppers are giants and the mowers therefore at two removes 
from 'the-ir o'rdina~~ s,tatures, (XLVII) The text i tse~f ls 
no barrier tc.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:

o 
,~But now, t~ make his saying ttue, Rails rain 

for Quails, for Manna Dew' (lines 407-408). The per
spectival shift is not caprlcious; the reader himself m~y 
now legitimately ask whether he is tin it or without', 

The rail incident can be read as an ~legory of the 
civil wars, and since the rail is called in Frepch 'le 
roi des cailles', and in Italian 'il re de quaglie', the 
murdered bird might plausibly represent Charles 1. 26 But , 
the tone of the passage remains in my opinion,indifferent' 

26 Margoliouth, p. 285 (note #11. 395-6). 

1 
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to such an interpretation, the mawkish sentimentality 
suggesting something more in the nature of parodya 

Unhappy Birdsl what does it boot 
To build below the Grasses ROût; 
When Lownèss is unsafe as Hight, 
And Chance o'retakes what scapeth spight? 
And now your Orphan Parents CalI 
Sounds your untimely Funeral. 
Death-Trumpets creak in such a Note, , 
And 'tis the Sourdine in their Throat. 

(LII) . ' 

One May questfon the sarcasm which makes light of the 
unfortunate creature's demi~e, but the cruelty i8 in 
keeping with the moral ambiguity surrounding the mowers 

u 1 themselves. The pe'aceful activi ty 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 diffiéulty of reading the mowers passage as straight
forward political allegor~.lies in reconcilin~ the playful 
tone with sueh weighty matier. The flow of associations 
is too easy and casual" the I$eorgic activi ties of the 
mowers t,oo delightful for the passage to stand convincingly 
as a so~er history o~ a,scourge visite4 by God upon an 1 
entire nation. On the other hand Marvell's "Mower Poems" 
~e not to be taken lightly and the mowers passage in 
"Upon Appleton House" May simply be yet' another .examp,lê 
of irony ,(the greenness of the grass being less an ideal 

- bucolic incident than a mirror to refiect complicated 
passipns). 'Marvell delights in describing the simple joys 
of the countryside bût the reader must keep in mind that 
his garden environments' are hardly places where riches 
are superfluous, enyy ahd ambition unknown, and peace and 

\ . \ 

happiness within the reach of all men. In any case, it is 
'the fundamental ambiguity underlying the entire episode 
that resists unified interpretation. This ambiguity expands 

.1 
- i , 
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into chaos as the natural,world irreverently sw~eps 
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 thé speaker 
to see~ refuge in the higher, wooded ground. 

As the speaker himself becomes 'the focal point of 
tbe reader's attentions in the woodland's episode, contacts 
with nature are more immediate, spontaneous, and direct, 
the ideas and images evoked, although following along the 
sarne thematic lines, more pr~~ound and disquieting. 

Fairfax's geometric garden is an excellent model of 
the defensive life of retirement which exeludes the world 

"\,. 

without; the meadow treats the convention ot SOCiety w~th 
ironie ambiguity, revealing the sorry contradiction ,of 
a life which purports to be bath soeietal and ideal;' in 
his flight' to the 'green' and 'growing' apk, the speaker's 
tone again changes fram ironie ambiguity ta the sarcasm 
of unmasked satire (LXXVII-LXXVIII). The voiee of the 

~ 

\ narrator is put to specifical,lY autobiographical purposes 
as the poe~ escapes from the 'busie Companie~ of Men' of 
the Meadow and relates the flow of his prdtean transform
ations spontaneously as t~ey occur. Just as the ~uge bulk , , 

of the 'Trunk' as emblem of the whole wood'(of Fairfax, 
of Vere, and by way o~ 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 eombination of the various orders of nature, including, i 1 -

Man: 
Thus l, 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 they, and l 
Streight i'loting on the ,Air shall fly: 

. , 
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Or turn me but, and you shall see 
l was but an inverted Tree. 

(LXII) 

22 

Marvell's retreat into the wood propos~s yet another form 
of,retirement from action, but although his flight is 
occasioned by motives simi~a~ ta those which cause the 
nun's and Fairfax to withdraw from society, the woodlands 

, , 

J " 

episode very clearly represents Marvell's personal dilemma, 
a conflict of self-indulgence and abstinence, and his 
psychological insights'here take the form of vivid s~lf
scrutiny. The tone of the passagef1~ctuates from a delicate 
balancing of, irony and commi ttf\€"''' 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 'ensHMI,'d' and • fall" wi thout 
serious consequences. Our poet ~njoys, 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 l incamp'd my Mind; 
Where Beauty, aiming at the Heart, 
Bends in sorne Tree its useless Dart; 
And where the World no certain Shot 
Can make, or me it touche th not. 
But l on it seourely play, 
And gaul its Horsemen all the Day. 

(LXXVI) 
The experiment is typically twofold, consisting in part 
of an almost pathologïcal abandonment to pleasure, and 
in part of a sustained intellectual and pSYChological 
analysis that carrieS the idea of union with nature to . , 
its ultimate logical end_ and enables it to achieve its 

<' ., 
~most powerful expresslon. The Prelate of the Grave, clad 

l' 
impressively in a trailing cope, is invested with all 
the force of the veg~table universe and the folk wisdom 

.. 

, , 

'.' 
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,that it has fostered, but he alsd calls upon all the 
re~ources and traditions of western civilization. Thesè 
stanzas contain the Baconian ide a that nature constitutes 
a second book o~ revelation, in which God's grand design 
might be perceived by reader~ skillrul 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-
~rately avoids presenting the idea embodied in this figure 
inahighly serious vein, for the reason that he is suspi
cious of the consequences of a complete surrehder to t~e , 
forces of the vegetable world. Professor Rostvig see~ 
the, woodlands episode, as she does each individual section 
bf the poem, as a type of perfection prefiguring the 
heavenly kingdom. 27 l 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 ~isoriented by his lethargy. The poet's retire
mentotoo, like that of the nun's and Fairfax, is ultimately 
constricting and unsatisfac~ory. 
\ 

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 

\creature of the poem, or rather of the ideal location which 
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. 
it here purports to describe. But the fishing episode 

1 is very much a d-eliberate arrangement prePàred 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, ~d although she is gifted in the wisdom 
of many languages, she says nothing. She is ush~red unto 
the scene much like effigies of thè Virgin M~ry were 
transported abou~ in small carts through villages and 
fields in medieval times. 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 co~flicts of the poem. In' defence of these 
oft-assailed stanzas, although the conventional compliment 
to the historical person neatly fulfills a requirement of ' 
decorum, l will show how it is of far less importance 
than the place occupled by this episode in the record of . 
Marvell's evolving attitudes. 

Just as t~e huge bulk of the 'fifth element' assimi
lates the wood, thecommingled strains of Fairfax and 'of 

i 
Vere, and the platonic image of Man, Maria too genealog-
ically and metaphorically is a 'sprig of misleto which 
'on the Fairfacian Oak does grow.'- Ideationallyas weIl 
she fulfills with lagical continuity the till now unresolved 
problem of retirement and action. , Again her value is 
largely emblematic for in fact the theme pertains specif-~ 
ically to the person of Lord Fairfax himself, as was seen 
especially in the garden episode. It is therefore appro
priate that Marvell should cQnclude his disquisition on 
retirement and action with the following couplet: \ 

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

(LXXXXII) 

Î 
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Maria is Fairfax'$ daughter but she is also Marvell's 
pupil, a child of Nature too but proleptically the nur~e 
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 ~.glass: , 

But by her Flames, in Heaven try'd, 
Nature is whol13 vitrifi'd. 

(LXXXVI) 

Nature, Man, and the sciences of Man were 'rude heaps' 
negligently or perhaps even accidentally thrown together. . , 

The estate and family at Nun Appleton (of which Marvell 
is someth~ng of a 'member') is peculiarly more structured 
and no two lines of the poem more pointedly condense and 
realize the erstwhile sprawling and somewhat disorganized 
panorama as'the following designation: 

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

(LXXXXVI) v--j~ 
If the poet',s p+ayg~ound is indeed Heaven's c,ntre, the 
precise local -situation 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 thé Meadow sweetness owes; 
Nothing could make the River be 
So Chrystal-pure but only She; , 
She yet more Pure, Sweet, Streight~ an~ 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 

• 0 

not only from that which has preceded it in "Upon Appleton 
House", but fro~ all the realities and possibilities 
explored across the en!ire canon of his works. On a super-
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ficial level Maria May be said to be roughly comparable 

with Little T.C., and Friedman suggests that aIl the 

disasters of mutabilij;y are implied in the picture we 

have of this remarkable creature. 28 Nothing could be in 

my opinion more foreign to the sensibili ty of the poem\ 

in i ts description of Maria. Unlike li ttle T. C., Maria 

is not a pa~e, fleshly thing but an emblem or paragon, 

a reflection 1' emanation 0t God as weIl 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 bouldst so soon prevent 
Tnose 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 aIl defence;) 
And feign "d complying Innocence; 
But knowing where this Arnbush 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 i t self intail 
On Females; if there want a "Male. 

( LXXXX -LXXX 1) 

This is no triumph but a wise and skillful evasion of con-
( \ 

f~ict and her., cheerful, prefigured nuptials are very much 

removed from the disasters of unrequi ted love. Maria' s .'" 

social aSJ?ect is overwhelm.ihg;, repr~sents a' radical depart

ure from the escapism whic.h has preceded i t, and spreads 

admonitio~ backwards in dramatic time to compris~·Fairfax's 
geometric garden and 'the nun' s seclùsion as weIl as the 

poet' s more recent flight. 

28 Friedman, pp. 243-244. 

29 Rostvig, p. )48-51. 

, 
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1 
There is no doubt that, quite apart from the immediate 

purpose of the polite convention describing' a lad~'s 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 poetry. 
Marvell clearly experimented with Many formulas, but nowhere, 
not even in the conclusion ta "The Garden", is there one 

• as forward-looking and optimistic as in these stanzas. 
The sujective and inward-looking speculations of the speaker 

1 • of "The Garden" are of the sarne klnd as those of our poet 
in the grove,1 but less passionately and immediately experi
enced, and th~ grove here gives upon new possibilities 
hitherto unex~lored. The departure from the~specious and 
sensual satis:t1actions of the roué of "To His Coy Mistress" 
and the grim f~i th of the mystical lover of '''A Definition 
of Love" is evin more 0 bvious : 

Hence She with Graces more divine 
Supplies beyond her Sex the Line; 
And, like a sprig of Misleto, 
On the Fairfaci~ Oak does grow; 
Whence, for sorne universal good, 
The Priest shall cut the sacred Bud; 
While her glad Parents Most rejoice, 
And make their Destiny their Choice. 

, (LXXXXIII) 

The vision is one of a return to normalcy, to social 
activi ty and responsibili ty, and humili ty in a?ceptin~ the 
human condition and human history as embodiments of the 

will of Gad. 
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, l suggest, also corre
spond to thÇ-prescriptions of Bacon's method. l have not 

)0 Anderson, p. 53. 

" 

" 
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in this introductory chapter sou'ght to 'p:r;-ove' these 
• - 1 

assertions. Indeed, l recognize ~hat this thesis is not 
really'susceptible of empirical demonstration. Marvell's 
poem will cont1nue to transc~nd its poetic sources, and 
even more completely exceed the influence of philosophical -
an.alogues. This thoois.,) l ike Profe ssor Rostvig' s study, 
is hypothetical in nature. l submit, however, that a 
Baconian reading will be useful for the rea~ons already 
mentioned. • 

L 

o 
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Bacon And Marvell 

, Although Bacon's method, in its numerous parts and 
subtle connections, warrants elabora~e exegetical comment, 
the individual steps, the nature and importance of their 

< interrelatedness May, l believe, for ~he purpose of 
recognizing their patterns in Marvell's poem, be stated 
simply enough. l propose to make a few qrief prefat~ry 
remarks,. and then to expand on the working machinery of 

-

1 

Bacon's system,of 'intellectual arts'. Further Baconian 
ide as 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 
op1inions bears on matters. nôt directly related to ethical 
concerns such ?S virtue and righteous conduct. The. source 
of this relative indifference to ethics is Bacon's respect 
for the independence of theology Ând the sharp distinction 

• this engenders in his general conceptions between natural 
philosophy ~nd revelation~ Although l am primarily con
cerned to show how Marvell adopts Baconian procedures, \ 
borrows Baconian images., and integrates Baconian ideas 
into the scheme of his'~poem, i t 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. ev en as 

l
' 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 ~hich .spri~from sense, induction, 
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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 in~tinct according tp the law of 
conscience'. "1 . 

JO 

Ethics May be discussed theref'ore, in the context of the 
use and objects of marits cognitive faculti~s "for among 
the offices of reason is tne cognition of the divine 
mystery and thE{ -deri vation of inferences ~rom i t". 2 For 
this reason, it is appropriate to consider the moral as 
weIl as the epistemological implications of Bacon's 
'intellectual arts' whe~ investigating their possible 
presence in "Upon Appleton House". 

1 , 

Professor Rostvig has pointed to Fatrfax'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. l suggest 
that "Upon Appleton House" and ,Bacon are more simply and 
directly re1ated. 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: 

1 

2 

:3 

Bacon's reputation untlerwent a'great increase 
in England sorne score of years following his 
death. Shortly after the middle of the century 
"Advancement of' Learning" became a major 
crusade .•• Bacon was greeted as the "secretary 
of nature," hailed as the "modern Aristotle," 
and prais1ed 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 the1topics 
which.he had listed for investigation became 
prescriptions for marking the area and the 
boundaries of human knowledge.3 0 

1 Anderson, p. 172. 

Loc. Cit. 
1 

Anderson, p. 29.3· 

the 
1 
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Certainl;y Marvèll was aware of' this enthusiasm for Bacon' s 
works, and as a scholar of international culture it is 
unlikely that he would have been ignorant of vigo~ous 
native currents and 1 developments. 

The great ideas, issues, and debates of any age eut 
across numerous cultural currents. Seventeenth century 

poetry, for example, does not come into existence ~ nihilo; 
nor does i t misconceive the tenor of i ts formative influ
ences by failing to cOI:lsider and reflect scientific 
discoveries, poli tical events, world\'j exploration, f'a~hion, 
and taste. As a man of' wide scholarship, and sorne official 
importance, i t is not surpx-ising that Marvell' s I?oetry 
neatly conde~ses for study the foremost concerns and 

, 
interests of' his age. More, to the point, Bert.ho.ff af'f'irms 

• .0 
Marvell's connections with the ph~losoph~cal speculations 
of the seventeenth century as follows: 

The seventeenth century saw the development 
of new conceptions of mind, of mental operations~ 
of the limi ts· of' knowing. These new conceptions 
are, l am suggesting, discernible n6t only in 
the scientific and philosophie discourses of 
the time but in such lively explorations of 
the relationship of ideas and language as those 
ta 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 ta Marvell in "Upop. Itppleton House" " _ 
These 'concerns also attracted Bacon' s cbncentrated energies 1 

and yielded his Most noteworthy conclus ions. In Bacon' s 
philOSophy knowledge is a combination l of empirical observa-

I 

tion and rational evaluation: i ts soùrces are, predom-
inately, nature, but also, significantly, individuals. 

( 

4 Berthoff, pp.' 20J-204. 
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In reflecting nature and the mind of man, knowledge is 
composed of constant, universal elements. Accordingly, 
the pursui t of knowledge i8 the repons'ibili ty dF-mankind 
and requires the participation of aIl men. ,/ 

The last point remains ..• that perfection of the .,. 
sciences is to be looked for not frdm the swift-
ness' nor ability of" any one inquirer, but from . 
a succes~ion. For the strongest and ~wiftest' , 
runners are perhaps not the best fi tte~o keep 
their torch ~ight since i t may be put ut byu C) 

go~ng too fast as well as Mo slow. It eems 
however ..• that the victory may no longer depend . 
upon the unsteady and wavering torch of each 0 

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 
spiri ts and brains of a f'ew persans. 5 

Knowledge then, as a Ires communes', evinces a chiefly 
public character. ';rhis perception contrasts sharply wi th 
the Medieval and Renaissance alchemical tradition, 6 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 premises under-
1ying Profe'ssor Rostvig's hermetic interpretation. But 
the 'Universal History' and the vision 'of a universai' 
science, the vehicles of Professor Rostvig' s in.:Üghts 
into the poem, really represent a humanistic ideaJ. of very 

broa~ scope and infl\tence. The ac~ivities of1the 'Prelate 
of th~ Grove' indeed incorpora,te these R~naissance ,~s~ira
tions by analogy into the poem, but may be taken as 
animaH.ng a Baconian as well as a hermetic theme: 

But a just story of learning, containing the 
antiqui ties anq originals of knowledges and 

5 J. Spedding, The Works .Q.f Francis Bacon, (London: 
1892), vol. 6, p. 67~· 

6 St,ewart Easton, Roger Bacon and His Search For A· 
Universàl·: Science'; (New York 1 Columbia Uni versi ty Press, 
1952), p;p~'. 67-86. 

l 
1 
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and their sects, their inventions, their 
traditions, their diverse administrations and 
managings, their f'lourishlngs, their oppositions, 
decays, depressions, oblivions, removes, with the 
Causes and occasions of' them, and aIl other 
events concerning learning, throughout the agês

7 of the world, l May truly af'firm to be wanting. 
1 

Quite apart from the ,numerous incidents and imàges of' 
"Upon Appleton House" that argue in favour of' the Baconian 
conf'luence of genealogical and intellectual continuities, 
to be discussed and illustra'ted later, l would pèint to 
Berthof'f's general observation that Marvell's work is 
"essentially a public ppem"a as characterizing it~ ~asic 
attitude to knowledge. ~ 

Bacon's objections to the knowledge.~f' his day m~st 
be taken in context. His animosity i~ 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 ~o learn again to look at reality 'with an 

( ignorant eye' (as Wallace 'Stevens would express i t) : 
It seems to me,that men look down and study 
nature as from so~e 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 
toil and strive, straining the eyes of the 
mind, f'ixing their gaze in prolonged medita
tion, or shif'ting it about to get things into 
better focus. Finally they construct the arts 
of dispu~ation, like ingenious perspective 
glaooes, in order to seize and master the '" (' 

.7 Francis Bacon, ~ Advancement 2! Learning~ (ChicagQ: 
University of Chicago Press, 1952), p. JJ 

a Berthoff', p~ 16J 

1 
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subtle diffe~ces 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 aIl that 
laborious contrivance and tedious industry 
and achieve his end by a way not only easy 
but far superior in its benefits and utility, 
namely be getting down from his tower and _ 
coming close to things?9. 

Only when Man is face to face"with Goa's creation, he 
insists, can the God-given glass shine again with its 

, ' 

34 

~r~ginal splend'our and the clouds of concei t and affecta-
tion be dispersed. In "Upon Appleton House", Marvell 

, • 0 

would seem to share Baconts 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 

1 

be "int~nSelY visual and explicitly symbolic, and for the 
symbolsltb depend upon visual' images."IO Marvell equates 
seeing ~i th experienc,ing .land, as for Bacon, psychological 
regener~tion, in the form of vi&ion ~s the foundation of 
reformed knowledge; it'is Q€caul?e the "beams of things 
reflect according to their true incidence"ll in the mind 
of recaptured innocence that the redeemed landscape of 
App,leton is a place "Where not one object can come nigh/ 
But pure, and spotl~ss as the Eye." (Il. 725-6) In 
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. 

According to Bacon, the advancement of learn~ng 
depends upon four intellectual arts. Bacon'â classifi
cation bears interesting donnection with that of ancient 

'and Rami~tic systems, but it would require a lengthy 

9 Spedding, v,i>l. 3 ,t .... p. ',58I!. -10, 

10 Berthoff, pp. 180-181. 
Il Bacon, Advancement 2! Learning, p. 60. 
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digression to discuss these differences here. 12 The 
intellectual arts are invention, judgment, memory, and 
elocution or tradition. Thes'Et correspond to four of the 
five departments of Ciceronian rhetoric in .name only, for 
they do not designate a categorically distinct subject 
(Rheto+ic) but a procedure to be followed in aIl 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 wi~h 
the others: for example, the idols of the market place 
are discussed under judgment but pertain to language and 
communication, ranged und.er 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, pres~pposes the custody of facts 
in memory; imparting the process of knowing together with 
the' knowledge i tself (elocution) implies both the induc-. 
tion of judgment through which it is acquired and the 
ido:J.s \,that ~\Dpede i ts acqu.i.~~ion, and so on. Al though, , 
for reasons of convenience and in order to keep the material 
within the formaI bounds proposed by Marvell's poem,"I 
will more fully treat the acquisition and tradition of 
knowledge (, judgment and elocution), the who,le machinery 
of Bacon's intellect~al arts is at work in the following 
discussion and illustrations. 

The fruits of Bacon's procedure are not simply the 
physical truths l of a naive materialism, but intellectual 
and ethical realizations, ru1es based upon psychological 

12 Wilbur Samuel Howell, 
En~land 1500-1700, (New York: 
19 1), p. J64ï 375. 

\ 

Logic and Rhetoric in 
RusseLl and Russell, 
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1 

and epistemologicalinsights. Becausethey have not 
considered the totality of Bacon's system, even in its 
broadest outlines, historians 'of the philosophy of science 
have frequently misconceived and simplified the character 
of Bacon's fundamental conceptions. One result of this 
tendency is the common but mistaken notion that Bacon is 

'a thoroughgoing materialist who locate~ the 'arché' of 
being in the unintelligible chaos of unformed nature. 
This idea derives, l believe, from Bacon's deserved repu
tation as the inventor of technology, that is, of the 
humanitarian conception that the raIe of science is the 
improveme~t of the conditions of life for the 'relief of 
man's estate.' As weIl, in failing to appreciate the 
sincerity of Bacon's reilgiOUS 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'a phllosOPhV nature, 

\ 

time, and the productions of time are finite manifesta-
tions of the will of Gad. The material universe and the . , 

idea of extension are therefore absolute neither(as 
reflecting the goals nor as eatablishing the limits and 
conditions of knowledge, for it is not the object-world 

1 

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 

\. -
in man'is facul tiea, methodically informed, and the charac-
ter of knowledge alw~ys reflects the source from which it 
originate~. Thus knowledge is at aIl times not g ~ 
but an interpretation of what is given, albeit an in
terpretation based upon the experience of what is given. 
The doctrine, of idols, i t is true, aims at .uublicizing 

1 \ 

and correcting errors in judgment, but this is so precisely 
becaus€ the normative determinants of knowledge are of the 
mind. But, as stated in the beginning, the purpose of 

l ' 

) 
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\ this the sis 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. l ) 

Bacon's idea of invention may be interpreted as a 
declaration of intention to employ both the'retentive and 
creative'faculties of the min~, 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, 
ana of creating new arts and 
of the conditions of life. 

Judgment is the logical 

sciences for the improvement 
1 

tool or ~~thod to be used ~ 
the acquisition of knowledge. Observation and experience 
of reality are the foundations of knowledge: By observing 

l ' 

and experimenting with particular instances, common 'simple 
natures' may be abstracted, and from these basic forms 
axioms of increasing certainty, accuracy and efficiency 
for understanding and controlling nature are fQrmulated. 
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 

1 

geometrico-mechanical structures common and ess~ntial to 
" \ 

numerous particulars. The rea~on further generalizes upon 
these forms' in establishing maX~ms of general bearing, 
ideal norms or relations, universal essences. Bacon's 
method asserts that "the senses are the door to both the 

1.3 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," 
Studaes in History ên& Philosophy ,Qi Science, 4, 241-278, 
N. 73. 

, . 
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imagination and the intellect,,,14 and therefore proposes 
, .' a single logical procedure underlying aIl the varlOUS 

knowledges. In subjective branches of philosophy, such 
~ as ethics, reason plays much the same raIe as iwphysics. 

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 events.' These 
insights, in order to be bath comprehensible in popular 
discours~ 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 sen~ible attributes, for they 
enable intellectual principles to address themselves 
'directly ta man's perceptual faculties. 

In both physics and ethics the generalized maxims of 
reason are derived from the s~nse perception, but are by 
no means'entirely contingent on it. On the contrary, 
ideally they respec~ively control nature and determine 
the character of man's actions. These progressive st~ges 
of broadening reference, revealing more comprehensive 
realities, suggests Plato's inductive inquiry in~o forms 
of increasing generality and, indee~, "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 physicai 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 i8 most conscious of possible met~odological 
" difficulties arising from his'reverent attention to 

14 Anderson, p. 150. 
15 Anderson, p. 124. 
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particulars. Any meaningful inquiry mus.t begin, there
fore, by focusing attention on an area 'eut off of infin-

1 

ity' which delimits the chaotic multiplicity of particulars 
in nature to intellectually comprehensible data. The 
proposition "the nature of everything is5best seen in 
its smallest portions" is for Bacon axiomatic and gerierally 
applicable te the several sciences of man: 

Inductive investigation begins with particulars 
and proceeds to definition. Particulars are 
"infini te" and cannot be dealt with in knowledge 
except as exemplifications of determined natures 
which are èommon to m~ny instances. In the· 
recognition of these natures a '"cutting-off of 
itlfinity" from indeterminate multiplicity takes 
place through the segregation of natures. With 
the ~ermination of infinity gqes the recognition 
that the forms of things are not infinite like 
particulars but are limited; that the discovery 
of the structures and wa~s of infinite individ
uals is possible only because'particulars partake 
of a limited number of forms which produce by 
the~r conjunctions n~tural things in infinite 
varJ.ety.16 

This basic feature of Bacon's method may be observed 
in the general assumptions and structures o'f "Upon Apple
ton House". The NunAppleton grounds are just such a 
place 'out off' from the infinite extension of 'The Wast'. 
The phenomenal reality of Fairfax's estate is accordingly 1 

shown to 'contain' ,or reflect on 'things greater'. These 
greater things are furthermore declared to b~ '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 Paradice's only map. 

(LXXXXVI) 
Friedman recognizes the .interrelatedness of the estate and--bf 
the world without, and'c~aracterizes it as Marvell's rea1-

'\ 
ization "that the 'lesser Wor1d' (which is both Mary 

16 Anderson, p. 217. 
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Fairfax and 'NunAppleton) is made up of the same intractab1y 
decadent mat~ria1s as the gr~ater world or macrocosm."l? 
l am not sure that Marvell's clear perception of a 
physical truth and law is necessarily accompanied by such 
morose reflections concerning an overwhelming 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 chaos of 
unformed nature., The interre1atedness of the two worlds 

, 
is indeed the foundation of this promise. In Baconian 
terms, once the m~ltiplicity of material particulars has 

1 

been relatively confined, the realization is possible, 
, • t"1.. 

indeed logically inevitable, that form is not as distrib-
utect 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 
in'finite variety. These unique essences enab1e 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 worl~ 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 
Naturè of 'The Garde~', especially as wonderfully illus-) . 
trated in its fiflth stanza. In "Upon Appleton House", on 
the contrary, i~ is possible to argue (as Frie~an does) 
that Marvell reveals a cynical materialism. The fo1lowing 
couplets may be read as evidence of this attitude: 

'Tis not, what once it was, the World; 
But a rude heap together hurl'd; 
AlI negligent1y pverthrowp, 
Gulfes, Deserts, Precipices, Stone. 

(LXXXXVI) 

1? 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. Indeed,Marvell's 
9frspective is distinctly orthodoxe Unlike the scientific 
~orld-view, which ascribes aIl that happens to the opera
tion of empirically,deductible norms, ~an's instrument$ 
of prediction or prophecy, Marvell's humble acceptance, 
o~ aIl yhat happens (phenomenologically) makes for the 
possibiiity of GQd'~ preeminent role. Bacon too accepts 
unequivocally the adventitious conditions of being 
imposed upon Nature by its Creato~d 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 with ' 

1 

hostility the mind that draws inferences after cursory 
. " examination of a few positive examples and su~esses 

countervailing 'neg~tive instances,.18 

Bacon's suspicions of hast y and fixed interpretations 
are reflected in Marvell's images, and his images, in 

1 

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. Epistemolo~ically, 

the 'proleptical' character of knowledge in Cudworth caA 
be related to what Berthoff calls Marvell's 'proleptical 
" 19 metaphors'. Prolepsis is a kind 

ipation such as is conveyed by the 
down'. 3tylistically, proleptical 

18 Cited by Anderson, p. 100. 

19 Berthoff, pp. 201-204. 

of redundancy or antic-
, t 

phrase 'to shoot a man . 
metaphors emphasize the 

r 
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generative power o~ the concept -to predetermine forme 
Prolepsis, then, is a type of pre-jud~ement that controls 
its productions. Marvell's penchant for converting 'myths 
and conventional symbols into literaI truths perhaps 
suggests the conceptual resonance q~ prolepsis, bu~ it is 
important to aSsess this inclination in the light of the 
impression this visual punning is meant to create. Far 
~rom implying a pre-established perspective, l believe ~ 

Marvell means deliberately to shatter perspec~val assump
tions. Any certainty salvaged by the poem for its readers 
is the ~ruit of the experience o~ passing through a pre
cariotis realm of unstable, even fitful judgment. C~ie 

Il 
has commented 'on the absence of, conventional measuring 
rods in "UPOl1! 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 against 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 o~ a 
particular astigmatism or particular perspec
tive.20 . 

Far from evoking Cudwo-rth:'.s tai th in 'conceptual predicates, 
l suggest Marvell Echo'es Bacon' s distrust of hast y 'antic- " 
ipations' of nature. Bacon metaphorically describes Man's 
proclivity to fixed theoretical interpretations as a 
giant holding up preconceptions recreived in tradition or 
presented to the mind after short periods of observation 
and experiment: 

1 

••. so do men earnestly desire ta have within 
them an Atlas or axletree of thoughts, by which 

20 Colie. pp.\ 182-183. 
,f 
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the fluctuations and dizziness of the under
standing may be to sorne extent controlleâ; 
fearing belike that their heaven should fall. 
And hence it is that they have been in too 
great a hurry to establish sorne principles 
of knowledge, round which aIl the variety of . 
disputations might turn without peril of 
falling and overthrow.21 

l' 

The 'confused, confusing, and thoroughly problematic~l' 
nature of Appleton prevents the mind from generalizing 
upon a few positive instances. Marvell masterf~lly 
employs 'baroque' techniques to frustrate his readers 
expectations and assumptions, as at the very beginning 
of the 'meadows' stanzas: 

And now to the Abbyss l pass 
Of that unfathomable Grass, 
Where Men like Grasshoppers 'appear, 
But Grasshoppers are Giants there: 

(XLVII) 
Not only are the mbwer's statures reduced, commensurate 

1 

wi th that of gra,sshoppers, but the se grasshoppers are 
giants and the men consequently microscopie. The effect 
undermines the reader's ordinary perception of scale, 
just as the following delightful co'uplets influence his 
perception of local situation: 

Then as l careless on the Bed 
Of 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 whole visual picture of Appleton is momentarily 
concentrated. The poet's remarkablY clear vision belies 

-
the fundamental ambiguity the~incident provokes, for the 
pre'cision is only in the perception of detail, the 
throstle's eye, and the surrounding 'clusters' remain a 

21 . Bacori, Advancement 2l Learn1ng, p. 59. 
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\ 
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'maze'. The local situation of perception is itself 
somewhat confused, as by the interpos~tion 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 exàct 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 ihe sharp eye of the poet. Montaigne 
and his cat; Marvell and the thrush-who plays 
with whom, who observes whom?22 

The confu~on earlier achieves even greater intensity when 
Thestylis addresses and chides the till then independent 
voice of the narrator-po~t (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 witho~t? Th~ mirrorts mirror. 

The doctrine of idol,s,' dealing wi th the errors,. and 
vanities of learning, is also included in Judgment. 
Generally, the theory of idols is that the ~elations 
between nature and the mind of man are not what they 
should be. They are divided into idols of the tribe, of 
the c'ave, of the marketpIace, and of the theatre. The 
idols of the tribe derive from the corruptions! to which 
reason is subject, and are therefore innate and cammon 
to aIl men. They include mah',s preoccupation wi th received 
opinions, "for the nature of man doth extremely cavet to 
have somewhat in nis understanding 1 fixed .and unmoveable, 
and as a rest and support of the mind~"2J The idols of 

22 Colie, p. 206. 
·23 Bacon, Advancement Qi Learning, p. 59. 
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the c~ve describe errors pecplia~1 to individuals and 
are therefore adventitious. They "arise respectively 
from (a) an attachment to a predominant subject, (b) 

1 
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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.,,24 
T~ese 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 philosophi:es. It 
is in emancipating knowledge and the mind of man from the 
dictatorship of the ancients and their scholastic acolyte~ 
that Bacon is most given to historical polemics. 

The emphasis in this thesis is primarily on Bacon's 
theories of language and communication, but the idols of 
the marketplace are by no means the only 'vicious mental 
dispositions' discussed in lVlarvell's poem. The nun's 
episode, for example, is a refutation of scholastic rhetoric, 

.zif. , 

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.25 

The idols of the cave de scribe the ~ability.éf certain 
individuals to avoid the influence of their habituaI 
enquiries and endeavours when undertaking activities 

24 Anderson. p. 101. 
25 Friedman. p. 209. 

.' 
~ 1 



~, 

i, 

~ , 
r, 

" ~ 

~ 
!.' 
~ 

.' i , 
( 

. 
1 \ 

f 
i~ 

1 ..,...'--

: . 

"0 

..-
' .. "'~ 'f'...,. ,.1''', -, ",., ,.,,~'>' \ ~ 

46 

unrelated to the~.26 As a gardener, Fairfax has been 
unable to abandon his soldier~y conceptions and frame of 
mind. 

Traditional interests in memory are adapted by Bacon 
to answer the needs of his natural ~hilosophy 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 gU~de to research by indicating 

• 

directions of inquiry suggested in established orders of ~ 
n 

sequence. Thu~ for Bacon memory sepves a more practical 
purpose than it does ttaditionally as the mere suppli~r 
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 ta the communication 
and trarisfer 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). ~ 

" 

The initiative method reflects the logic of invention 
and aims at the continuing progress of knowledge. It 
consists not only in the master impàrting units of infor
mation to the student, but in the transpla~ting the very 
steps by which the -knowledge w~s obtained from the mind 
of the master into the mind of the student_. 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 stage 
of .development and divulges the contents of est~lished 
tacts and propositions to novices. Its prop~r p~rposes 

26 Bacon, 'Novum OrganUIn, p. 109. , 
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~ 

:ay be perverted however, if it iS'used to banish doubt \ 
and extinguish the spirit, of inquiry. Stored knowledge, , 
regardless of the quantity, is not an end in itself. 
Bacon v!~orously opposes tne cons9lidation of knowledge 

~that leads to the tyranny of dog~a. Pride is the impulse 
that motivates this obstruction té new discovery, and 

( 

, 
pride is manifestrd in elaborate structures of useless 
erudition. .~ J 

Ip "Upon AppIeton House", the 'F,orrain Architect!s' 
vain intentions are framed on the 'model' of his brain; 
the 'quarries', and 'fore~ts" are redl.1ced to 'ca",es' and 

, 1 

'pastures' as he draws upon the resources and 1xhausts 
the miterials lof stored' knowledtse to erect his( palace of 
wisdom, a personal monument not meant to 'answer use' . 

• 
This âmbition is in stark contrast to the. humble practi-
cality of creatures incapable of 'higher' conéeptions: 

,r 

IWhy should of aIl things Man unrul'd 
Such unproportion'd dwellings build? 
The Beasts a~e by their Denns exprest: 
And Birds contrive an equal Nest; 
The low roof'd Tortoises do dwell 
In cas~s fi~of Tortoise-shell:A!)' 
No Creature roves an empty space; 
Their Bodies ,measure out their Place. 

( (il) 
The body of knowledge too. cann'Ot' thrive in a vacuum, but 
Idepends upon·~he.constant nourishment of ideas. Hence 
the singular importance of language, commun1cation, and 
methods of tradition, tfte life-l~n~ of learning. tT~e 1 

mass and wèight of knowledge is .useless and unimportant 
without the forms in which it may be 'articulated', by 
analogy, in the langlfage of space: l, 

Butrunto this part of knowl~~ge, concerning 
metho~ do th further belong not Only the 
archi~ecture of the whole frame of a work, 
but also the several beams and colurnrls there
of; not as to their stuff, but as to their 
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And, this brings 'us to Iconsider the organ of tradition. 

48 

Bacon' s idole s o\f the marketplace de scribe t'Ji.~ perni
cious influence of words on thought. Words corrupt the 
~nderstanding by naming thi~s which do not in "fact exist . 
or by hastily and ill-defining actual things 'irregularly 
derived from reality'. A blurring of mental vision 

, , , 

results from the power.of words ~o reflect independent 
meanings in no way related to constant, perceptible, or 
demonstrable norms: 

Yet certaïn it is that wQrds, as ~ Tartar's 
bow, do shoot back upon the understanding of 
the wisest, and mightily entangle and pervert 
the judgement.28 \ 

Bacon· adopts and interpret's "the biblical fable according 
to which Adam was in the garden capable of naming God's 
creatures according to th~ir'true natures,29 for the 
l!lind of man is na mirror or glass, capable of the image 
of the universal world, and joyful ta receive the impression 
thereof, as the eye joyeth to receive light. n30 But 
how is this mirror to be polished and furbished anew? . .., 
The answer lies in a dif~erent- forro and use of language, 
in a new method of tradition of knowledge. 

" 
The emphasis in Baco~'s theory of communi~ation is 

the~o~ away from the 'auditory impressions created by 
verbal signs towards different· types of non-verbal 
representation. Words'are, after all, onlyone of many 
possible different kinds of signs: 

~ 

27 
28 . 
29 

This then may be laid down às a rulej that what
ever can be divided .into differences sufficiently 
numerous to explain the variety of notions (provided 
these differences are perceptible to the sense) 

Bacon, Advancement of Learning,: p. 65-. 
r' 

Ib~d .. , p. 61. 

Ibid., p. 3· 
30 Loc. Oit 
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may be made a vehicle to convey the thought 
of one man"to another.31 

49 

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' orhieroglyphics, Which are more immediately 
congruous with the thing or notion signified. Concerning 

signs of ~he first type, alphabetical symbols enable 
people who are ignorant of one another's languages to 1 

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 
hieroglyphi~s are both manifestations of emblem, differing 
only in th~t gestures' are, transitory in nature and hier~ 
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 barrie~s of language. 32 

By concentrating on what is common and essential in 
languages and ignoring what is unique ând empirically ',-
accidentaI, emblems realize Bacon' s intention to "restore ...... , 
to mankind the commerce between the' mind and things.,,33 

Th~S objective points to the common ground these productions 
come to occupy with Marvell's images. Both belong,to a 
thoroughly mediated world of representation lnterposed 
between the realms of abstraction and of sense that informs 
our understanding of both. On another level of insight, 
both may be seen as conjoining argument and illustration. 

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

31 Ibid., p. 
32 Anderson, 
33 Ibid., p. 

62. 
p. 179· 
189· 
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Fairfax's estate. The poem's descriptions are corigruous 
with-contemporaneous accounts of the place in showing how 
the house rosé out of the countryside, how they were 
link4d and interdependent. Certainly, sorne topographical 

c 

features, such as FaiTfax's garden and the locations of 
the meadows, woodlands, and the river Wharfe " were painted 
'from life', and 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 

34 . estate must ha"ie looked 'like. On the leS&" concrete 
level of atmosphere, l\'larvell evc:ijt:es wi th"" evident pleasure 
the cultural, rural, and folk activities of the place. 
But' "UporÏ .Appleton House" is of course not a realistic 
plcture of the estate. Anyone who so took ft would find 
it impossible to pin down the exact 'spots' from which 

6 

it was 'painted', for it is seen.from an intellectual, 
not a real viewpoint, and the 'spot' is in fact a moving 
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 uni verse, the private 
and the public, just as the heraldic HalcyoJ;1 f1ie~ "betYtJixJt . . 
the Day and Night" (1670) in a moment and a space, twi1ight, 

1 

wh~ch cnmprises both. The 'Halcyon's movements and 
Marvell's voyage are by no means mere 'empirica1' occur

\ences, but symbolic references§', that imply an ide~l, end, 
for "the point of reference, -which pres~~lbe-s- the path of 
recognition and representatio~~dntf~~t simply exist in ---
the sense of being~i~ adyance but resu1ts only from 

34 8 Allen, p. 15 . 
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the' direction of vision and from the idea1 g9al 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 eXémplarY'pattern for succeeding gener-

_~ ations who 'hither come in Pilgrimage!These sacred places 
to adore,!By Vere and Fairfax trod before' .,(~l 134-136). 
The journey is therefore also a devotional ~d .ceremonial 
act which, when Irepeated, recreates the reality it symbolizes~ 

1 

The ritual character of the pilgrimage, enabling the faith-
fuI to participate concretely in its figurative meaning, 
recalls Bacon's speculations on the natural, sensory orig~ns 
of language in gestures which immediately capture the thing 

, 1 
signi!fied, be i t material or ideational. Emblems eliminate 
the idols that iQ~rpose ~mselves between man's peroeptual 

.,; 
faculties and nature by "reducing conceits intellectual to 
images s~nsible;,36 so that they'may more eff~ctively impress , 
themselves upon the senses and qualify to be receive? into 
man's'store of,knowledge. BacQn's method treats both 
mental and material reality, aIl knowledge, as uniformly 
sensory and indicative. In "Upon Appleton House", Marvell 
clearly engages in a lively exploration of similar princi
pIes. Berthof! discerns the emblematic character of Marvell's 
imagels and the immediacy wi th which eml::\)ms signif'y by 
assuming sharply def'ined ,picto~ial ie. perceptible out-
line. Indeed, being and signif'ying, the sensory and the 
indicative, seem ~senSiblY to coalesce. 

Narration is, of' course, often checked-by con
f'rontation in which the dialogue is mystériously 
general; by soliloquy or f'~ank1y open address to 
the audie~e, which, like'" an aria, interrupts 
the story. Such static moments, l believe, ~ 
~mb1ematic in character. An emblem is a narrativ~ , 

\ 
\ 

35 Ernst Cassirer, The Philosophy Qf Symbolic Forms: 
The Phenomeno1ogy of Knowledge, (New Haven: Yale 'University 
Press, 1966), p. IJS'. \ 

36 ,Baco9, Advancement '~ Learning, p. 62. 
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moment from which the particular occasion has, 
to various degrees, been refined. Seen at a 
distance, the irrelevant details' obscured,' a 
huntsman stalking, a bold pirate boarding, a 
child weeping aIl become speaking pictures, 
shapes which say the meanimz-Of what the 
figures do; what they do tells us what they 
are. The resultant abstraction facilitates i! appl~cation; indeed it creates application.J? 

The \, conceptual recognition' of emblems enables Marvell 
to establish the symbolic-impor~ of ordinary events and 

52 

of insights, to palpably and concretely specify correspon-
D 1 

den~es within the fictional reality of his poem: 
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 direct~y. His 
detachment becomes a subtle form of action in 
and upon the world about him.38 

Thoug~ the voyage is both local and univer.sal, combines an 
exact with a generalized observation, the often, con~using 
and problematical ~eality of Appleton remains unifor~t for 
the expanding ~'r~ppl\es" of experience and application 
adhere throughout to\the same idiom and normative patterns. 
The poem' s "powe~s of cohesion ar-è mysterious" 39 but 1 are 
clearly grounded in constant relative p~oporti?ns 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 
so strikingly conveys the poet's sense of free
dom from the gravit y even of himself, and aIl 
the oares the self must bear in the ordinary 
world, we discover that the man in the poem is 

37 Bertho!!, pp. 24-25. 
38 S.L. GOldberca'l'"lVlarvell: Self and Art", in Andrew 

MaryelJ\ ed. John Carey, (Bal t.t.f!lore : Penguin Cri tical 
AnthOlogies, 1969) t'pp. 160-175 at-.,p. 163 

39 Colie, p. 190. 
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in fact nevef turned upside down: he stays 
upright through everything. However high his 
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 e18e.40 

,53 

These shifts from close to wide-angle perception are 
aC,hieved, 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 ~oyagihg, oceurs 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? j' 
Let's in: for the dark Hemlsphere 
Does now like one'of them appear. 

, (LXXXXVll) t 

This st8.l'\(a als.g marks the final' extensiop of the. m~dian 
treatment of polar oppositions, for antipodean regions and 
experience are 'exactly opposite' ta' ordinary real.i t'y in 
the same·way th~t a mirrored figure is both reproduced and 1 

reversed in its reflectio~. The idea is captured by the 
inversion of 'shoeing' one's head with 'canoos', and the 
image acbieves perfect completeness in suggesting 
ho~ this perception is related to the technical equipment 
of travelling, forrthe 'canoos' Oontaining 'heads' are 
Bacon' s "li ttle bark of human reason" wi th which we may 

l . f "sail round the whole c l.rcum erenc e of the old and, new 
, 41 . 

world of the sciences." The 'canoos' are furthermore 
both in,struments and tangible manifestations of enlightenment .. 

40 Ibid., p. 203. 
41' Cited by Ernst Cassirer, The Platonic Renaissance in 

England, transe James P. Pettegro~(Austin: University of-
Texas Press, 1953) at p. 52, quoting Bacon's ~ Augumentis 
Scientiarum, Bk. ix, ch. ii. 
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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 l, retiring from the Flood, 
Take Sanctuary in ,the Wood; 

tA' And, while it lasts, my self imbark 
In this yet green, yet growing Ark; 

(LXI) 
The wood is at once hieratic and instrumental, correspon~ing 

ta Bâcon' s m}gistral and ini t~ati ve methods for sto'ring 
nd increas~ng knowledge, philosophical'analogues of Noah's 

m ssion to· g'ather, preserve, and perpetuate God' s creation.' 
\0 Marvell' s journey pursue s a middle course between 

nati.tre and the mind of man in an effort "ta understand the 
\ . 

r~lationship between the inevitably abstract mind and the 
reca16i trant materialism of the world of' the senses ... 42 '" 
The mi~dle route, like TVlarvell' s ele'gant conceit in If A 

Definit\on of Love", is actually a 'planisph~~e ., a map, 
into which the poles olf abstraction and concretion have 

\ 

merged. The ideal and the real freely interpenetrate, 
for Marvell perceives "the abstract character of reali ty 
and the rea~i;ty of abstraction's. ,,43 This is not qui t~ 
the same thï~g as the10rdinary productions of the poetic 

\ 

imagination ~nd the world of sense but a consci~us and 
ironie r~defi~ition of the figurative meanings themselves 
in literaI terrns. A" useful example of this tendency 
ta literalize a metaphor or metaphoric process occurs 
where the 'Prelate af the Grave' reads the fores~ leaves. 
The sybil's palms are themselves, of course, conventional 
images of prophecy, but the y are here suddenly converted 
into their phenomenal form only ta be reco~stituted 

42 Friedman, p. 174. 
43 Berthaff, p. 7. 
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metaphorically. The image has come to life. Values and 

concepts too, instead of dictating method and form, a~e 

t~emselves 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, is 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 The concrete symbol ism of abstract ideas is not 

limi ted to religious or moral conceptions. Purely meta

physical notions 1 too are treated in a like way. If we 

again turn to stanza (LVIfI) for illustration we may 

understand how "the 'Looking-Glass' and ·Mul tiplying 

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. "44 How weq.k by comparison is 

Friedman' s assertion the "apart from the contemporÂ.ry 

interests in experimental optics, nothing justifies this 

spate of farfetched analogies except lViarvell' s determination 

to create the power of the meadows to change as compellingly 

as possible. "45 The idea that Colie and Berthoff elaborate 

is precisely the relationship between- 'contemporary 

, interests', Marvell' s images, and epistemo1ogica1 and 

owrological problems. It may indeed be possible to expand 

the category of concrete ideas beyond the moral and philo

sophica1 to include"üi terary modes. For example, al though 

Berthoff sees the concrete symbolism of abstract ideas 

as a function of the allegorical imagination, allegory 

i tself is caught in our angling poet' s far-flung net and 

, f'iguratively consti tuted as the ·Pre.1ate of' the Grave'. 

Ceri;ainly Marvell was aware' of the workings of the 

allegorical imagination and i t is therefore not unreasonable 

44 Ibid., p. 177. 
~i Friedman. p. 23~. 

1 



, 
f 

o 

-~_.------------~----------------------------------------------.-------~.----~--.. 

/ 1 

Ir 

1 , 
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 'lVIower'. 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 

. • 46 penetrates .no deeper th an the s\trface." This alternative, 
adds little to our knowledge and apnreciation of lVIarvell, 
and it is furthermore always dangerous to assume that so 
subtle a poet is not always in complete conscious control 
in managing his material. 

Al though predominately visual keys unlock the poet' s 
mind to the reader,' Marvell 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 internaI structure. This is yet 
another way of literalizing a metaphor or metaphotic 
process: 

Out of these scatter'd Sibyls Leaves 
Strange Prophecies my Phancy weaves: 
And in one History consu~, 
Like Mexique-Paintings, aIl the Plumes. 
What Rome, Greece, Palestine, ere said 
l in this lig~t 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 al~, 
Between which Caterpillars crawl: 
And Ivy, with familiar trails, 
Me licks, and clasps, and curIes, and hales. 
Under this antick Cope l move 
Like sorne great Prelate of The Grove. 

(LXXIII-LXXIV) 

\ 

46 Friedman, p. 238. 
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On the literaI level the poet obviously discerns meanings 
in the dappled play of sunlight and of shade projected on 
the ground. These meanings, of 'Natures mystic,k Book', 
comprise and summarize the three great traditions of 

o ' 
western civi1ization, the Greek, the Roman, and the Hebrew. 
C1early the light mosaic is a condensation and visualization 
of the universal history of ~an. The expert of this 
hermetic science is appropriately invested with priestly 
prerogatives. In this connection Honig's perception of 
the allegorical interpreter is pertinent: 

, 

The figure of the allegarical interpreter seems 
ta take upon himself certain functions which 
have always been associated with the priest. 
And, whether he is 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 
cauld not have been differentiated.47 

r' 

A major allegorical form consists in what is called 
the history of the traditional book. The traditional 
books of the west are the ~, the Aeneid, and the 
Bjb1e (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 ~d5 were taken 
as personificati~ns of natur.alistic truths. lhis in-

i 

terpretive area, as Honig indicates, is where al1egory 
subjoins with myth in the traditional figure of the priest. 
Marvell's druidic poet-priest is himself a description 
of the phenomenon and how tt warks. He is not simply a ~, 

fictional character invo1ved in allegorical nar~ative, but 

47 Edwin Honig, Darke Conceit: Thel Mak~ of Allegory, 
(London: Faber & Faber, 1960). p. 21. 
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the idea of allegorical narrative itself concretized, 
a~atomized, and open for inspection. 

58, ' 

In reducing allegory itself to sensible f.orm, in 
penetrating and animating the operations of this agent, 
and in positioning this personification in the ordinary J 

fictional reali ty 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,n48 and that rhetoric 
imaginatively illustrates the discoveries of reason in 
visually signi~icant productions. It may be argued that 
the concrete symbolism of abstract ideas is typical of 
Marvell's Renalssance culture and may furthermore also 
be discerned in the the recent medieval past of The Romance 

l -
of !h& -~, in the ancient remembrance of Psychomachia, -,-

or in the more distant gloom of.Hesiod's Works and Days. 
A few important pre~ises 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 ~èKnOWl~.~ 
edge Marvell's awareness of Bacon is no more-unusual than _ ~: 
to see De Ba~vais in the Romance Qi the,~ or early 
Christian polemical tracts in ~ Psychomachia. Secondly, 
in experimenting with Bacon's !intellectual arts' Marvell 
was not pre,sented wi th the impossible task of animating 
each entr.y in Bacon's encyclopeadic mind, but with the 
mote tractable chore of adopting an internally coherent 
system ~underlying all the various knowledges."49 Thirdly 
that distinctive features'of ~~rvell's symbo~ism sustain 
the Baconian connection. We have seen how Bacon, through 
emble~s, treats inteliectual principlesoas sensory objects 
of knowledge. Marvell's technique of translating symbols 

48 AhdersQn, p. 208. 
49 Howell, p. 366. ) 
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and sym~Olic patterns into phenomenal f'orm and reconsti-
tuting them metaphorically reduces representation i tself' 
to perceptible form, poetically duplicates Bacon's 
procedure as it is applied ta p~ilosoPhical principles. 
Finally, the sarne important interests, concerns, and 
aspirations characterize the works of philosopher and 

'of' poet: the regeneration,of a decadent nature, the 
elevation and g~orif<ICàt.ion of f'allen Man, and the reform 
of the corrupted sciences of Man. 

In the preceding pages l have tried to indicate certain 
methodological and conceptual af'finities that, l think, 
establish the Bxperimental validity of' a Baconian-Marvellian 
hYpathesis. But Berthoff's assertion and the Baconian 
connection suggested here have not yet be~n 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 
l hope will appear, it will be dealt with, exclusively, 
in the f'ollowing chapter. 

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

, 
The rather chauvinistic cornmendation of Appleton. 

House's modesty, and Marvell's criticism of' the exagger-
a ted arc"hi tectural splend'ours of other country houses and 

'country house' poems, relate directly to thEil 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 lForrain , s 

Archi tect' "thinks by Breadth the World t'uni te!Though the 
f'irst Builders fail' d in Height." (Il 2'3-24) The Biblical .. 
incident relates the origins of the • Curse of' the confusion 

of tangues'. /, 1 

4. And the y said, Go to, let us 'build us a 
ci ty 'and a towér, whose .t,Op may reach unto heaven; 
and let us make us a name, lest we be scattered 
abroad upon the :f.ace 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 aIl one language; and this 

, , they begin to do and now nothing will be res
tra-ined from them, which they have imagined to 
do. ' 
7. Go ta, 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 
lUpon'the :face of' aIl the earth: and they left 
off to build the city. 

(Gene sis Il, 4-8) 

Badon and Marvell share and employ this scriptural back
ground to full ,advaptage in their parallel 2:iscussions of 
language. For Bacon, as for Marvell, the Toot cause of' 
man' s f'allen language and corrupted understanding is pride. 

In the age after the flood, the first great judge
ment of (}.qd upan the ambi tian of' man was the 
confusion of tangues; whereby the open trade and 
intercourse of' learning and knowl.edge was chiefly 
imbarred.l .{) 

l Bacon, Advanoement 2! LearninRi. p. 18 • 
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The reg:ner~~n oi'language therefor~ implies the related 
1 • 

activities of replacing pride with hu~ility and of discov-
'ering a language in wh~ch~men of different understanding~ 
mighiJ; be unit-ed. In "Upon Appleton House", l suggest 
this dual purpose is, accomplished by rhetorical emblems , " 
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 langua.g~ t?irst clash ";nd then are res·olved i~ 

1 
~he historical romance episode. In dealing with thé N~-
appleton stanzas it would be weIl to keep in mind as ~: 

o 

background the hostili~y o~ the Protestant North to t~ 
monastic ideal. The greatest,individualr exponent of the 
Northern Renaissance, Eras~ strikes,a typical attitude 
in satirfzing monastic orders. The molVrs are "brainsick 
fools, highly in~love with themselves and fbnd admirers of 

J ' • their own happiness." Puritan England naturally seconded 
these harsh sentiments and Bacon, 'a spo~esmap for Puri tan _ 

. judgements of ~,ent· history, characterizes~he Reformat"ion 
as a,time ~wh;n'~t pleased God to'call the church of, Rome , 
to acc~unt for,their degenerate-manners. and cereaonies, 

) ". 0 and sundry doctrines obnoxious and frarned td uphold the 
sarne abuses.,,4 The"ceremonial and ido'latrous tendency of 

• the Cathobic worship thatÙespecially disgusted the reform- ~ 
1 

ers are "also ridièuled by Marvell: 7 (, 
Sorne to the Breach aga~nst thJ~r Foes 

.. 

Their wooden Sain~s in vain oppose. 
Another bold'er stands at push • 
With their ôld Holy-Water Brush. 
Wh~le the disjointed Abbess threads 

( THe gingling chàin-shot of her Beads. 

(?CXXl~) 
1 • 

The 4pathetic impô~ence of these 'relies" befo~e the~rovi-

.Books, 
4 

l 

"0 

• 
Erasmus, The FrAise .Q1 Folly, (New YorB!a Galaxy. 
1964), p.28. '. "4 / 

Bacon, Advancement Ql Learning, p. 19.L1' . 
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dential violence of William Fairfax implies a more serious 
1) 

criticism than~he opp~obium of bad habits and it is even 
. directed against Marvell' s patrop~\ though in blunted forme 

The nuns and William Fairfax ,repre~ent.a clash of mighty ~ ~ 
opposites suggesting-the enlarged reference of Biake's 
'contraries': the nuns are attached to a convent, of 

J 
coursa, but they ~ belong to a greater psychological 
cornmuni ty of obedien,e,; Fairfax, on the . contr~ry, is a 
frank exponent of the individual will. His destiny is 
clearly in his own hands to shape as he pleases and, in 

1 

stark contrast.;to the nun' s, his" commit to action 
) , 

enables him to escape the perversions of ~nforced idleness. 
~t, As a medieval and a catholic institution, Nunappleton 

(in addition to commemorating a phase in local, national, 

and univers:l,history) must surely have suggested to Marvell 
° the learning of the church Schoolmen. Marvell's themes 

are noi only political but episte~lpgical as weIl. \The 
\ nun' s 'tongue' is oth.~'(sharp' and 'smooth', as t}Ui~ si tu
atipn requires. t is no 1nore than a tool used to ac'com~ 
plish predetermi ed ends, in this case 8.l1 abductïon.\ This 
attitude to langu ge suggests both the 'ornamental' view 

, 

of rnetoric as a hetp to scholars seeking ta achieve 
1 

brilliant effects In the forensic and demonstrative manners, 
and scholastic interpretations of Aristotle, which had . 
ignored experimentation in favaur of false proo:f's of)'rhe
torical and dialecical involution.! According to Bacon, 
these wholly·verbal structures result from the isolation 

o of the mind, from t~ inability or unwillingness of the 
'secluded intelleot' \co recognize Nature as a legitimate 
abject of knowledge. The nuns indulge in their capr~c~ous 
and introverted pastimes\ in secret, away from the world: 

o 

These Walls restraOn the World without, 
But hedge our Libe y without, 

(XIlI) 
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Bacon compares the monastic mind~ devising of logical 
schematisms, the 'pU11lng of pastes' for 'curiouS taste~', 
to a spider spinning~cobwebs of useless erudition out of 
his own body: . ( 

Even as th~ir bodies were shut up in the cells 
of monastaries, sa were their minds confined to 
a,few authors •.• And it became their endeavor to ~ 

-'spin .•• "laboriouS cobwebs of learning .•• admifable 
for the fineness of the thread and work, but of 
no subStance tir pro~it."5 \ 

\ 

~d althou§h the nun's official responsibility is to ~n-
spire virtue, her methods are ironically expressly designed 
to frustrate this very purpose, -for virtue canhot be demon-... 
(~trated through the reasonings of "disputations and con-
clusions, which have no sympathy wi th the will of man:"6 

Unlike Fairfax, the nun is false and'therefore unfit ta 
impart knowledge of~virtue, to which she neverthel~ss , 
pretends. The pedagogue's abuses of ambition and pride 
are here seen as perversions of the ~agistral method. 

\ 

The nun's knowledge is of course a ~eceived doctrine, a 
eholy legend', incapable of regenera~ion and, in fact, 
slavishly duplicated in 'linen' and irr 'lives't (Il' 125-126) 
The nuns have made of stored knowledge an end in itsejf, 
but this is a way full o~ obstruction, for it does not 

"contribute ta the advancement of learning but enables the 
bigoted and pedantic to shelter themselve! behind the 
dignity of knowledge, to enforce belief rather than encourage 
the spirit of critical examination. The nun's art there
fore discloses the ulterior(motive it is intended to conceal, 
for rhetorical arguments are àeployed in order ta secure 
advantages and not to discover truths. Fair~ax's accusa
tion is therefore probably justly asserted: 

..• :Tis thy state 
Not Thee, that they-wou1d consecrate. 

(X~V111) 

~-------------------
5'Cited in Anderson, pp. 133-134. 
6 Ibid., p. 12): \ 
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If1ÎYwai te::J forsakes her. 'promised fai th' and joins the~ 
convent, her "estate passes ta the nuns in perpetui ty, for .. \' 
she is then wi~hout possibility of legitimate issue. The " . -nuns would not ~nly wrongfully deprive subsequent genera-
tions of bath ,corporeal and intellectual hereditaments, 
but abolish the ràc'e of men al together: 

Yet, against Fate, his Spouse the y kept; 
And the great Race would intercèpt. 

(XXXI) 
The voy~ge of mankind is inde~d a 'race', ~nd Marvell's 
punning on this word,as in the fourth stanza of "The 
Garde~;', is topically pertinent. As we shall see more 
graphically in connection wi th la later episode, B8.con' s . ' 

belief in tfle importance of handing down the 'lighted 
torches' of knowledge from parent to child and from master 
ta 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 aIl the convent's fate. 

, Thencefo~th (as when th' Inchantment ends 
The Castle vanishes or rends) 
The Wasting Cloister with the rest 
Was in one instant dispossest. 

(XXXIIII) 
It is as the guarantor of a cultural and geneological 
tradition that the figure of William Fairfax assumes a 
mosaic or m8IMfRRî~,7 and it is in his 'gesture' of opp~si
tion to the nuns that he acquires concrete emblematic 
features: 

But, waving these aside like Flyes" 
Young Fairfaoc through the Wall does rise. 

(XXXIII) 
Inversely, the nun's in~~gent circ~mst~nces are complemented 

7 Rostvig, p. 342. 
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by a moral, an intellectual, and, of course, a\genealogical 
bank:r;-u;ptcy, "their wisdom being loquatious and '~nproductive 
of effects. IIB . . \ 

Emblems are not only disèussed thematically ~ut investi
gated experimentally and technically. For exampld' in 
the mower's stanzas structures of emblematic commu~ication 
seem curiousl,y to provide 'backgrou,nd and internaI c~berence, 
for th!3 whole' episod'e is viewed as and framed wi thin \the 
elaborate machinery of Renaissanc~ theatre. Marvell's, 

\ 
readers are suddenly viewers of 'a series of emblematic, 
scenes,.9 The 'Masque of Nature', the pictured activit~es 

\ 

of the mowers, is again a g~rect evocation)of the sensor~ 
~ '\ \ 

origins of language in gestures. These gestures or emble~s 
function as re~resentations of objects or inwarc! states " 
and desires; 'K other \,!ords, they possess symbolic value. \ 
Vico, following and acknowledging Bacon's influence, \ 
actually calls such emblems 'dumb ,shows,.lO The connection 
is perhaps of some practical assistance in solving the 
riddle ·of the episode's ambiguity. Criticism has been 
unable to reconeile the playful tone and ideal visions of 
the created world with the sober scenes*and reflections of 
the slaughterhouse that undermine and spoil them: 

1 0 

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. 

(LV~) 
\ ., " 

The dumb show or mime as a comie form deipending upon visual 
manifestations of humour commands a largr endug~ reference 
to accommodate conflicting ,viewpoints or criteria. Ind~ed, 

humour consists in the clear demarcation'and perception . , 

of incongruities, of the 'show' and the appreh~nded reality. 

8 Bacon, Novum Organum, p. 117. 

9 Colie, p. 21~. 
10 G.B. Vico, ~ Seienza Nuov~, (Bariz 

p. 142. 

" 

, 

Bompiani. 1911). 
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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 episodè is perhaps 

66 

'lacking in taste but the mime is traditionally uninhibited . 
'and often frankly crude. 

Mar~ell de~iberately dr~ws attention to the representa
tive character of his 'scenes', (LIll). What the mime 
represënts 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 cri tical '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 ref~ect isolation and even ho~~ility 
to nature instead of incorpo~ation into the pastoral l~d- . 

Jscape. The irony penetrates ànd comments on the medium 
itself,.for emblems in principlé accurately and palpably 
capture the thing signified. In directly and consèiously 
figuring the ambiguities and equivocatioris of ~umour, Marvell 
anticipates and prepares the narrative incident of a fl.ood " 
that perpetrates paradoxical effects upon the face of 
things. 

Let others tell the Paradox, 
How Eels now bellcrw in the Ox,; 
HowBorses at their Tail~ do kick, 
Turn'd as they hang to Leeches'quick; 
How Boats can over Bridges sail; 
And Fi~hes_do the Stables sca~e. 
How Salmons trespassing are found; 
And ~ikes are taken in the Pouna. 

') \ .(LX) 
, ,f 

Il Cassirer, The Platpnic Renaissance !n England, p. ,178. 
o 

• 

.1 



() 

,. 

o 

( 

67 

The chaos of the 'mowers' episode recalls the curse and 
the confusion of Babel, whieh first introduced ~biguity 
and (grim) humour into the language and thinking of man. 

In 'stark eontrast to the disorderliness of rude and 
~ 

fallen societies is the ideal and immutable structure of 
the planned paradise. Fairfax~s geometric garden of course 
intends the political relation it is al ways dutifully 
attributed in er~ticism. ~pe under~ying psychological 
motif is perhaps more ,significant h~wever, in the s~!lle wfi.y 
that a'secret cause may be more pertinent than an effect 
that is too mueh with us. Marvell asks: 

1 

What luekless Apple did we tast, 
To make us Mortal, and the Wast? 

(XLI) . 
The solution to our dilemma, here rhetorically illustrated 
in aemblem, is for us to make " ..• our Gardens sp'ring/Fresh 
as his own and Flourishing." (1 )47-)48). Prominent~\ 1 

featurès of Fairfax's personality and career, together with 
the particular eircumstances of life at Appleton possessed 

( 

a decidedly Platonic character or, to a mind preconditioned 
in Platonic lore, might at least easily suggest Platonic 
analogues. Socratès' seJrch for truth was aimed at the 
discovery of a principle of living based u~o~ rules 'of ~ 
righteous conduct. Plato's orientation is clearly contrary 
to that of 'Ari~totle, who classi~ied 'practical' sciences 
as of a lower order of abstraction, and thereforè, of less 
importance than the purely t~eoretical pursuits of meta
physics. $ocrates ha~ taught the worthlessness of public 
op1n1on, the predominance of consêience over the command 
of temporal ambition, ~d the folly of prolonging any 

,\ c 

actiyity, even life itself, at the expense of those' princlple 
whieh oug~ to guide it. Fairfax's opinio~s and exemplary 
conduct 91early mark him as a paragon of Socratic virtue. 

.. 
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His retirement from public li~e was occasioned by his 
unflinching opposition, based upon his horror of continued 
bloodshed, to Cromwell's cam~aign against the Scottish 
,insurgents. He is, we are told, a man who 'ambition . , 

wf3eds' and" 'conscience tills'. 
Socrates' pedagogical m~thod consisted in a free and 

informed exchange of ideàs i~ conversation, the prerogative 
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 dia1jctical treatment of 
major themes throughout the foem. 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 

1 

pr~v,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, poem, 
h~storicall~ Marvell's official responsibility at Appleton 
was the tutoring of IVIaria, and the credit for her prodigious 

f accomplishments is dutifully transferred by t~e poet to 
J ' 

the 'Discipline Sever,?' of Fairfax and 'Vere. The goal of 
Socratic instruction, virtuous living,''''1.s brilliantly em-

1 
bodied andrjustified by Maria whose excel~ence is such 
that" ironically, she surpasses in virtue and offers moral 
tuition ta her mentor. The compliment, of course, instantly 
reflects up~n the mo~al and pedagogical prowess of Fairfax 

"'fi. himself. k 
\ ., 

In drawing upon a Socratic model and traditions in 
sketching his ideal of virtue ~arvell was not deviating 
from Baconian methodology forJ"even as, for ,Plato ,tl).e ascent 
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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 

r less comprehensive sciences-so withOBacon metaphysical 
doctrines are attained only on the reaching~he apex of the 
pyramid of knowledge after having passed through the lower 
sections or divisions, natural history and physics. ,,12 

1 

If Bacon's mathod of sifting through or eliminating partic-
~ 

ulars in order to arrive at 'simple natures' and universal 
forms is kept in mi~~ 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 fs one of the least particu~arized of aIl 
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 theyand the but
terflies have fled to the wood where Marvell will 
write his life story. The only living creature 
in the garden besides the poet, the Fairfax family, 
and us is the bee .1J . \ " 

The ~true investigator·~l4 Fairfax, is here pr;ised as 
having ascended to the highest knowledge accessible to 
man, to a form or conception of virt~e of univers al gener-
ali ty . and application. Real forms in nature reflect l, 

underiying geometrico-meçhanical structures, the productions 
and discoveries of reason upon which rest the most general 
proposi tions. Accordingly and by analogy the '$ymbol of 
Fairfax's virtue, the garden's pure, mechanical symmetries 
upon which rest the tot1al form, reflects these sub-structures. 
The gard~n is therefore of a composite nature, an emblem 
of. the -marriage in perpetuity between the empirical ana 

12 Anderson, pp. IJO~lJl. 
IJ Allen, p. '128. 
14 Cited in Anderson, p. 14J. 
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rational facul ty": 15 on the real side, a pUblicly observ
able ob ject on the literaI level of Ivlarvell' 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 ta perception, for the five 'forts' aim 
'a battery of beams' at each sense. 

Although the ordinary language of wdrds i. ina~equate 
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 SUffi of their parts. The responsibility of selecting 
these verbal garments and vehic~es 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 fixi~ the re~l form of moral 
perfection. (1. 320) Any loose or confusing language 
would obviously mar the gatden's serene formaI precision. 

_l fi'<' The exactitude, as the bee évidently knows, is therefore 
necessarily verbal as weIl as conceptwrl..,'1-f the sub ject, 
Divine Virtue, is to be both proved and imparted. It is, 

.~ 

of coursé, not merely a 'word', but a kind of understanding 
, , 1 

that works this notionarmachinery of moral pe~fection. 
), The bee adJs 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 sp~ers make cobwebs out of 
themselves. But the bee holds to a middle course. 
It gat~ers 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 

,/ the true investigator of 'nature. He refuses merely 
to collect and to put away in his memory history 

15 Ci ted in 'Anderson p'. 189. 

16 Bacon, Novum ~um, p. li3. 

1 

\ 
\ 



(j 

o 
-/ 

, 

'
\ 

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

71 

the rational in the exercise of his powers of 
discovery, he produces enligh~ened conclusions 
from those materials which he has received from 
his senses and assimilated by his understandings.17 

The empiric and the dogmatist, the ant and the spider, 
o " manifest different types of psychological-and intellectual 

imbalance, ~espectivelY tendencies to consider individUrl 
elements or the whole of Nature at_ once. This is explained .( 
by a differing emphasiS of mental' powèrs: the ant dili':' 
gently records and accumula tes observations and distinc
tions: the spider is quick to proceed from few and isolated , 

1nstances to propositions and laws of the most general 
~earing. The bee alone behefits from the i~eal cooperation . 
of these faculties, possessing a mind bo~h penetrating 
and c'omprehensi ve. The' double wood', again a figure of 
Fairfax (and of Vere), also typifies ,this 'well-tempered 
and fruit~~l intellectual procedur~. The forest is indeed 
at first'grossly classified according to the genus 'wood' 
instead of the species 'trees'. 

When first the Eye this Forpest sees 
It seems indeed as Wood not Trees: .' 

(LXIII) 
But once approached and ~ered, it discloses an elaborate 
particularity: 

Dark aIl wi thout i t kni ts': wi thin 
It ~pens passable and thin; 
And in as 100 se an order grows, 
As the C~rinthean Porticoes. 

(LXIV) 
The benefits obtained from a judicious use of both method
olagical approaches ta ng.{ure are a rational, base for 
speculation as stable as(-the 'great Trunk' and a richness 

l " ,."., 

17 Cited by An~erson. p. 143. , 
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of detail corrêsponding to the most elaborate of the , 
Greek arc~itectural, orders. Nature is in thfs way made 
to divulge her secrets to the Prelate of the Grove: 

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

(LXXXVIlI) 
Curiously, Bacon's perceptions of knowledge are entirely 
conditioned by his understanding of the universe as a 
Îabvrinth to bé deci~ere~ or 'read' with the assistance 
of the ~hread' 9f 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 thftir lines,~ 
and so knotted and entangled ••• No excellence of 
wit, no repetition of chance experiment, can 
overcome such diffi~ulties as these. O~r 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.lB . 

The ideal interdependence of faculties is indeed 
necessary in ord~r to realize virtue for nit is almost 
useless to know what virtue ls if, at the sarne time, one 
is igno.rant of the ways of acqu±ring it."l9 As the g;arden 
~alpably demonstrates, virtue may also be imparted in . 
rhetorical figures. ,The imparting the knowledge. of virtue 
suggests its correspondlng acquisition~y a mind ready to 
receive it. The vehicle of the trânsmission of knowledge 
is rhetoric. In Bacon's view, rhetoric also has the peda
gogical function of creatin& visible images of moral . , 
concepts'. Rhetoric acltieves i ts dual' purposes through the 

, " 

intervention~ of the imagination, which acts as a messenger 

18 Spedding, vo+- iv, p. 40'. 
19 Anderson, p. 174. 
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between logic and ethic~. Logic is the in~tru~ent and 
symbol of reason, and inspires decisions; èthics is con
cerned with human will, desires, and passions, and ;recip-

, 

itates action. The imagination introduces the .complex of 
synse impressions to rèason, which judges and selects; ,'~ 

reason then intrpsts its decisions to the imagination which 
inf6rms desires and incites the will to righteous conduct. 
The imagination- imparts the contents of i'ts message to 'the 
will through emblems. 

• 
.•. The affections are given over to "continuaI 
mutinies and seditiôns," and reflection would 
easily become their captive and slave if the 
eloquence of ,persuasion did not maké à. confed
eracy between the reason and the imagination to 
keep them in place. Take tne case of'moving men' 
to virtue. IWas i t not Plato who mairitained that, 
since Virtue cannot be made manifest to sense by 
corpor~al' shape, she should be sh9wn to the im-

. agination "in lively representation. "20 
The' dual ·function of pedagogical and moral tuit~on is 
admirably combined by Marvell in a ~plendid :image that 
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: 

(LXII) 
Again the metaph?ric~substance of knowledge is wood, for 
the Ren~issance manifested its ideal of learning by a , 
determin,tion to construct a 'tree' or encyclopedia of 
knowled~e. Ramus too had conceived of his method as a 

~ . 
single tree" branching out into the several disciplines. 
In Bacon and Marvell the id,ea is reallY much more elaborate 
because not only are abstract. notions of Virtue and Trutri'"".,. 
concretized in the image, but a statement is, made concerning 

~ the ideal int~rdependence and coope~tion of human faculties, 

20 Anderson, P .• 12). 
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the psychological realities through which Virtue and Truth 
• are real ized : 

Sense sends all sorts ofo impressions to the 
imagination, and, out of these, reason makes 
its judgments. Reason, be~ore putting its 
decrees into operation, having made its choice 

land demonstration, returns these impressions 
to the imagination, wi th the resul t th,at volun
tary motion is both preceded and incited by. the 
imagination. I~qgination is a Janus with two. 
faces. The face~~nat behold~reason has the imàge 
of truthi that towards action 'the print of good
ness.21 

Just as Bacon' s conceptio~ of .rhetoric,rep~esents the 
imagination as a Janus with"two faces, one reflecting the 
image ofo Truth- (reason)) and the other Virtue (e;thics) a, 

so Marvell' s 'double wood' represents the id'eai. union of 
~ , 

Truth (Vere ie. 'Vera') and Virtue (Fairfax). The agency 
of Eacon's idea in Marvell's ima~e gains adJ~tional author
i ty wi th Nlargoliouth '..s-s~ggestion that "i;he two. woods are 
jo~~ed together at one point just as the, Vere and Fairfax 
pe:a.1grees ar~ joined. ,,22 "Ob~iouSly "Maria is the 'knot" 

". ' ~/.. ". .. 1 4 ... 

OT p01nt at Wh1Ch the ped1grees converge. In other words, 
according to th~ prescriptions ot the initiative method, 
continuous voyaging in the form of genera~ion i~ indis-

o .....' ~ ~ \ 1/. 

pensable to the advancement of lea~ning, for if the infin~ 
~ ~ 1 ( 

, i te" potential of man' s mind'l to "comprehend the uni versaI 
,. nature of things" is to be realized, impediments such as 

"shortness of life, ill conjuction'of lahours, ill trad~-

" , 

~ 

tionlof knowledge over from tand to hand, and many other 
, 1 1 1.,. , 

irlconveniences where~tp the condition o~man is subject, 
2J ' ' . 

must be overcome." Friedman too recognizes both genea-
10gical and phllosophical imRlications in'Marvell's fOiest 
for "not bnly~are the trees regarded as emblems of the 

~\ ~ .. 

21 Ibid., pp. 170-171. 
22" ,,,-

Margol io'u th,. p. 288. / " 
2J'Bacon, Àgvancement ~ #earning, p. J. 
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bravery of tneir masters, but the y are characterized as 

li'ving Piilar~\ of continui ty." 24 The 'discipl~e s~ver;,e' 
of the wise a~ ts redeems the dead weight of stoCk k~w
ledge, for the ~uble wood' is an organic, growingvthing. 

For i t iJ \Î'n ~nowledges as i t is in plants: 
if yeu meah\to use tHe plant, it is no matter 
for the roots; but if you mean to remove it to 
grow, t~en i~).. :l,~ ~orel,r;tSSUred to rest upon ~oots 
than sI1ps;,s~ the de 1very of knowledges (as it 
is now used) 'J~ as of fair bodies of trees with
out the roots \ '90od for 'the carpen-uer, but not 
for the plante'r.\ But if you will have sciences 
grow, it is le~s\matt&r for the shaft or body of 
the tree, so YO\l ,oOk y/ell to the taking up·of 
the roots.25 . 

Bacon fors~w the destiny ~ knowledge a~ r~flectini the ' 
whole 'Ûpiv~rsal.Fabric' o· creation, for Progress, the 

'Author of AU~h6rs"~ î~ aIs ~ime.~6 M;r.vell too marks 

the philosophical congruence, o~',etension and duratiol}. 
The 'trees', or knowledge,/~o App1~~on witn~ss the ~ 

beginning and end of Jlme pe~s nified in Niturè: 
- 'nd, as they Natures Cra J..e .. deckt, ~ 
Will in gr~en Age her Hearsè, ~xpect 

'-(LXII) , ." 

The "figure of the 'double wood' is furthermore an outstand~ 
ing example 9f the reflexive cnaracter of Marvell *\ imagés: r 

) 
'<) t", • \ • __ 

,When Bacon calls rhetor1c the 1llustration of 
tradition, the ifuage behind his words is that 
of shegging light so as to make anything visible 
to the''' eyes. 27 \) 1 " , . \ 

What •. is here made visible ~n 'lively ~resentation' is' 
& illustration of tradition itself. ' 

. . . 

"Upon Appleton, House' sn mysterious pow~rs- of c~hesio.n 
the prel~fé' s uncanny sense of dir'ection derives from 

esence of these ~hetorical figures. If we think~for , 
• 0 

24 \ riedman, p.\ 235. 

~5 ~ oon, Advanc:ement 
26 

27 
p. 1,5. 

p. 371 . 

," 

Qi Learning, p. 64. 
" . 

l " 

/ 

( 

1 

" 

\\ 
>. 



o \, 

o 

\ 
,. 

; 

• 
a moment o~ the li~eral,level of the poem as a 'tabula . 
rasa t of consciousness" then tpese figures are descriptive 
signs or buoys which ip a manner qf speaking float on the 
surface of the te.xt and guide the "slow ~teps' of speaker 

~and reader along th€ 'right road' and away f~om the 'per
ilous path'. They ,are also the pictures of Appleton 
House which we, the furnit~re of friends, may observe as 
they hang for our edification and delight. The emphasis 
in Bacon t s ~~heorie.~ of language and communicatjn,: as we 
have seen, is away from the auditory'impression created by 
words, for the y belong to a more general category of signs, 
and emblems are less equivoçal an! sufficiently numerous 
to represent the variet1~of notions. The Prelate [too has 
clearly appréhended this vital truth~ 

And Wh~re l "language' want, my signs 
The bird upon the bough divines; \ 

The souroe of ,these wonderf~ images is of\course'+he 
\. J'" ~ 

knowledge of Fairfax and of Vere, jthe"JanUs of the imag-
ination i~pressed with the faces of Virtue and Truth. The 
patrimony'tha~ the nuns had iR the distant past wrongfully 
attempted to 'interceptt is therefore no~ simply cbrporeal 
but moral: If 

And Goodness doth itself intail 
"On Females .. if there want a Male. ,. 

,. 

-, 
tIntail' is of course a here'ditary tenure of\freehold 

(LXXXXI) 
/ 

1 

i 

land. The nEktural, intellectual, and ethical e'state is 
the promise of generation to mapkind, as Bacon conceived 
it. It is Maria then who ge~ealogically and figuratïvely 
embodies the. e~sential principles her parentsorepresent: 

1 

And, 'like a sprig of fl'Iisleto, 
On the Fair Oak does gro~; 

" (LXXXX1II) 

The meaning of Appl~ton is (therefore ~appropriat.ely made 
to depend onnthe figure of large st symbolic reference, 

., 

, 
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"" ironically also a cr~atufe of d~minutive physical stature: 
'Tis She that to these Gardens gave 
That wondrous Beauty which they have~ 
She streightness on the Woods qestows; 
To Her the Meadow sweetness owes~ \ 
Nothing could make the River be 
So Chrystal,-pure but only She; 
S~e yet more Pure, Sweet, Streight, and Fair, 
Then Gardens, Woods, Meads, Rivers are. 

( 

(LXXXVII) 
Appleton itself is a reflecti9n of her heavenly virtues,' 
"the external appearance of ~hings an emblem of inner 
significances.,,28 for "knowledge only could hàve fill'Ci/ 

, ( 

And Virtue aIl those Furrows till'd." (735-736) The know-
~ ~edge 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 uni ting mankind in 

a single understanding, of exorcising the 'curse' and the 

, 

'confusion of tongues' : 
She counts her Beauty to converse 
In aIl the Languages as hers; 
Nor yet in those 'h~r self imployes 
But fo~ the Wisdome, not the Noyse; 
Nor yet tha~ Wisdome would~affect, 
But as 'tis Heavens Dialect. 

(LXXXIX) 
Hers is the wisdom of languages, the emblematic 'silent 
" scene', and not the 'Noyse', the verbal cacophony of the 
nun's 'lungs', and 'tongues'. At her app~ach, for she' is 
herself an emblem, the humiliated poet symbolically hides . . 
the ve~y tools wit~ wh~ch he has fàshioned the words of 
his I poem . -.. 

But now away my Hooks, my Quills, 
And Angles, idle Utensils. 
The young Maria walks to night: 
Hide trifling Yough thy Pleasures slight •• 

~ . 
(LXXXII) 

" 
, ,28 Kittt Scoular, Natural Magic, (Oxford: Clarendon 

Press, 1965), p. 173. \ 
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~~'''''':Maria' s powers and perfection, "Ias Professor Rostvig suggests, 
can be understood only as supplied from a supernatural 
source, for she i8 "a reflection or 'emanatiol\ of God as' 
weIl as a creature.,,29 Jhe therefore combines in her 
person the summit ,of man's sacred and secu1ar natures . 
The purpose and results of this idéal interdependence of 

o 

Natures is concei"led by Bacon as fo110w3: 
For man by the fall fell at the same time from 
his state of innocency and from his dQminion 
over created things. Bath these losses can 
even in this life be repaired; the former by 
religion and faith, the latter by arts and 
sciences.30 

_ Maria 1 s m'ind (and language) is as i t was when i t first 
issued for'th from the hand of the Creator, and she is 
capàble of naming the creatures of her garden according 
ta their trve natures. 

.. . 
But by her Flames, ln Heaven try'd 
Nature is wholly vitrifi'd. , 

(LXXXVI~ 

The ambitions of the New SCience, control and ascendency 
over a recalcitrant, resis~ing material world,- are -also 
here briiliantly realized bath by lYlaria herself (LXXXIII) 
and by the heraldic halcyon, an extension of herself 

ri (LXXXiV-LXXXV). ' 
~ See how loose Nature, in respett 

Ta her; itself doth recollect; , 

" 
(LXX~l 1) 

As a verification of the poem's muted c tinuities it 
wauld be weIl ta remember that Maria' s achitvement. is 

'- "( 

possible on1y because the knowledge and use of signs and 
emblems, (LXXII), "tihe skill' of reading and interpreting 
nature (LXXIII), was preserved for mankind by the Prelate 

, , 

" 

in the 'ark' a't a ~ime when it was threatened by the chaotic, 
unformed materialism of a flood that 0rerwhelmed the fallen 
so~iety of the mowers. We tao are rescued, having'partic
ipated, in the periIoûs 'voyage 'of 'âisc~very', and,. at 

,29 i 
Rostv1g, p'.349. 

30cited by Anderson, p.258. , 
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/ . 
journey's end we are depos1ted on the shores of anew 
world, a • New 'Atlantis' • Ironically the new world i8 \he 
'CId world, the house to wh-ich VYe return in the evening is 

? 

that from which we departed in the mo~ning, but differently 
.l 

perceived, for we have in the course of voyagiDg avoided 
th8~'rocks' (LX) of decadent materialism and the shipwr~ck 

« '''! 

of words. Bacon's promised land, his New Atlantis, also 
describes the unformed chaos of the material world where 

..• there waS nothing 1eft ta bè 'seen but a small 
ark, o,r chest of cedar, dry, and Qat wet at aIl 
with watèr, though it swam ... allJ there were 
found in it a book and a letter, .•. And for the 

v ~tter, i t was in these words: 
, "'I Bartholomew, a servant of the Highest, 

and apostle of Jesus ~rist, was warned by-an ' 
angel that appeared to me in a vision of glory, 

-', that l stfould co.nmi t this ark to the floods ~ 
the sea. Therefore l do testify and declare\,~} 
unto that people where God shall ordain this 

• ark.to come ta land, that in the same day is 

(
\ come unto them sal\r~tion and peaee, and goodwill, / 

from the Father, and from the Lord Jesus." 
There was also in both these writings, as 

weIl the boo~ as the Ietter, wrought a great 
miracle, conform to· that of' thé \ apostles, in the 

-orig\nal gift of tong~es. For there being at that 
t~e, in this land, Hebrews, Persians, and indians, 
besides the ,natives, every Qne, read upon the book 
and letter, ;s if they had been written in his\ 
own language. And thus was this land s~ved from~ 

\1 infidelity (as the remain of the Old World was 
, t'rom water) by an ark.")l 

li"< " h 

, 
,ft 

31 È\con, New Atlantis, p., 20). 
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