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"Baits for curious tasts": The Gothic as a Heuristic 
in the Poetics of Andrew Marveli 

James E. Roy 

This thesis proposes t h .  in his efforts to produce iconography for the leaders of mid- 

seventeenth century England, Marvell foreshadows certain Gothic literary conventions 

usuaily associated with eighteenth century prose. Attention is given to similftRties between 

the contemporary logic of casuistry - the means by which individuals adaped their persona1 

bdiefs to the demarids of political necessity - and methods of forming national identity 

based upon gothicist historiography. Developments within the repesentaîioaal arts, and 

their influence upon political and religious perceptions are also expîored in relation to 

Marvell's use of defomed visual imagery. Two chapters trace the arnbiguous combination 

of praise and blame found in both Marvell's panegyrics and his satires and juxtapose the 

resdting ambivalence with the poetls interest in the interconnectedness of political and 

aesthetic issues. Special attention to Marveli's grotesqike irnagecy, his use of emblems, and 

their correlation to the poet's anonymous style links the two chapters. At the end of each 

chapter a suggestion is made regarding the Muence of Marveli's "Gothicn iconography 

upon his modern conception of literary history. 
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introduction 

Two features of Marvell's poetry that are fiequentiy commented upon are its novel 

visual imagery and its seeminggiy anonymous style of pesentation The former has been 

used by some critics to shed light on the later- Wbere P i n  Legouis bas found fadt with 

Marvell's "riot of heterogeneous comptuisoas" and the resdting "incoagmity" of the poet's 

imagery (70-l), others bave found a means to flesh out a pomait of the chmeleon-like poet 

Dixon Hunt su- for example, tbat MarveWs fbciriatim with the "abstractionsw of bis 

own conceits can be used as a guide to the poet's artistic disguises (59). Annabel Patterson 

(1978), argues that a unique Marveilian identity ernerges h m  the poet's obsession with the 

difficulties of producing public imnography. Sirnilarly, Patsy Griffin reads Marvelk 

grotesque imagery as part of an ailegory of the poetk poiitical siaiaboa It is the purpose of 

this paper to propose that Marveii's interest in clef-, the grotesque, and shifbg 

perspectives prefigure Gothic l i t e q  conventions of the eighteen& amtmy. Recognizing 

Gothic elements within his poetry will help, 1 argue, to makc sense of Marvell's 

"detachment," his seeming anonymity. ' 
Although Gothic literary conventions are most cmunonly associated with aesthetic 

and cultural concems of the eighteenth cerrtury, earlier controversies UivoIving a 

combination of aesthetic and political issues have been s h o w  to have had sigrdicant 

infiuence. Richard Helgerson has demonstmîed tbat England's crisis of national identity in 

the 1580s and 1590s mntriiuted to the emergence of national self-awareness and a 

progressive conception of history. According to Helgenon, a dialectical conception of the 

pst, involving a choice betvmm medieval and classicai culture, Gothic and Greek, fonned 

the seed bed for national self-8wareness in the early-modem nation state. The terms of the 



dichotomy remained unfixed throughout the seventeenth and eighteenth cennuies, 

Helgerson explains, so that the Goîhic wuld si@ either a heriîage de- by imperial 

authority or one of mistance towarâs absoluti~rn.~ Central to the ambiguity of a Gothic 

identity is the notion of a transference of imperiai authority coming to England by way of 

the Teutonic peuple, a "translatio irnperii ad TeutonicsW. Supporters of the English 

refonnation gave expression to this idea when they interpreted the European refommtion as 

a Germanic Mctory against Roman tyranny, that yet involveci a paradoXical continuation of 

imperid authority. Samuel Kliger explains bow this mytb was perpetuated in Engiand 

through the work of certain historians, who identified al1 of Engiand's' pre-roman ancestors 

with the Goths- 

That Marvell was influenced by the myth of a Gothic enlightenment is demonstrated 

in his letter to Dr. Ingeio. He appeals here to the notion of a common amestry linking 

Engiand and Sweden in order to bolster the Protestant cause in Europe. The poet equates 

Queen Christina with the legendary persona of Queen EWabetù - "Yet our Elizrr was just 

such as she and as great" (24) - and he proposes that the Swedish rnonarch join forces with 

Oliver Cromwell to purge the Palatine of its Romanist authorities: 

. . . he [Cromwell] desires to drive the Eagle h m  its Geman nest, 
And to rout the she-wolf fiom the Palatine. 

You two should j o b  your broad fields in hope of b t y ,  
And sunound the dens of iniquity with tightened nets. 

(99-1 02)' 

That Marvel was al- able to manipulate the myth of a Gothic enlightenrnent to support the 

aesthetics of his p o e t ~ ~  is evident h m  his account of the "wasting cloister" in Upon 

Appleton House. Douglas Chambers has revealed both the politicai and d e t i c  

significance of the poet's pefererice for the natural architecture displayed in the poem (the 



house and the "growing Ark"), as opposed to the artifice of the nuns' cloister. What has not 

been fully explored, however, is the extent to which Marvell's playfui use of perspective 

exposes the aesthetic and political implications of the translatio, bah inside and outside of 

the poet's work, the extent to which Marvell foreshadows the techniques of wrîters of Gdhic 

fiction, who use perspective to correct normative ways of peneiving4 

For the-hundred years following his death, Marvell's writings were categoridy 

treated accurding a dichotomous conception of the relrdionship between aesthetics and 

politics (Dono). This fklse dichotomy extends even into the criticism of uie twentieîh 

centmy. The p m s  dediateci to Oliver Cromwell and Thomas Fairfax provide a case in 

point. Annabel Patteson (1978 50-1) explains how these poems were forced into separate 

camps, despite their shared genenc stnrtrire, because critics inâerested in politicai issues 

tended to focus on certain pœms (An Horatim Ode), while b s e  interested in -CS 

fwused their attention on others (Upn Appieton House). An appreciation for the 

complexity with which political and aesthetic issues are interconnected in Uarvell's wrks 

was finally developed as a r d t  of extensive attention given to MarveU in 1978 m 

cornmernoration of the anniversary of his death. This watershed discovery, however, 

reidorced the tendency, decried by Judith Richards, to stabilize meaning by fixing Marvell's 

allegiances (Lawson). The Cromwell and Fairfàx poems were particularly suscqti'ble since 

they are dated to a p e n d  for which there is litde biographical information on Marvell, and 

they continue to be used to explain the trajectory of UaMll's career.' The value of 

recognkhg Gothic elements in these poems, and in much of the Mmvell canon, is that the 

arnbiguity of the prair ofiered can be appeciated without having a conjecture about 



Marvell's affiliations, or distract fiom his undeniable cornmitment to the protection of 

individual ~onscience.~ 

To address Marveü's comp1ex baianchg of politicai and aestktic issues, 1 examine 

both his lyrical panegwcs to Oliver Cromwell and Thomas Fairfax, and his most famous 

satire. 1 begin by suggesting tbat a Gothic discourse evolves in the Cromwell and Fairfax 

poems fiom the poet's fluency in the language of casuistry. In the context of the English 

Revolution, casuisûy was the logic tbat permitted individuals to take an oath of allegiance to 

a usurping authority (i.e. Cromwell) in spite of their private, morai objections. Coxepîions 

of national identity were naturaliy aEected by tbis engagement crisis, and the result 

overlapped with the Gothic mode1 of English nationality. An importani dimension to the 

casuist discourse was a providential version of history, which found expression in the 

apodyptic fmour of various Sectarian groups. In Section two of my first chapter, 1 

highlight the contrast between Marvell's reiteration of millemial pmphesies regarding 

Cromwell and Fairfax, and his allusions to contemporary charges against the libertine and 

Machiaveiiian quaiities of these ieaders. The translatio myth provides the poet with the best 

means of assessing these conflichg wresmtations. The translatio myth, though, alço looks 

backwards to the classical forebean of repubLicanism. In the next section, 1 therefore, 

consider the ambivalence of the Roman attn'butes given to these men. Marvell's tribute to 

the bal& virtues of action and contemplation displayed by these men is aniplicated by 

the fact that he combines neo-Platonic d medieval coLICeptiom of divhity with 

christianized versions of the Roman values of 'otium' and 'industria'. This stonw>scopic 

vision, looking both backwarâs and fomards, resonates with the belated temporal pattern 



found in Gothic fiction. In order to emphasize the fact that the praise ofiered in these poems 

is not gratuitous, that it is not yet definitive, 1 expose the belated patterns îhat they contain 

Marvell's iconography is also foreword looking in the sense that it pretigures the 

techniques of eighteenth century satire, exposing serious matter within seemingly buriesque 

deformities. Just as the visual anomalies occuning in the representaîions of the Cromwell 

and Fairfax poems can diminish the praise offered, so is the distorted hagery of the satires 

capable of suspending censure. In Light of Maxveli's playfid ackptation of the 'Ut Pictura 

Poesis' tradition, 1 explore the relatioaship between the unusuai icomgraphy and the 

political proceedings d e s c n i  in me Larr Insmcttom to a Painter. The imagery 

engendered by the pet/ painter's cialliance in the affâirs of date is studied for its âepïction of 

the uncanny influence of art upon politics, the inseparable nahirr of public and pivate 

affairs. Marvell's grotesque images are, I suggest, emblematic of the uncertainties of Me 

wiuiin an absolutkt suite, but his u n d  emblems povi& reason to question the blame 

Ieveled in the poem, to suspend the impeachment process at the heart of the political satire. 

At the end of my fkst chapter, 1 show how emblems help Marvell defer interpreiaûon of his 

iconography to the imaginatition of the individual reader. In the second cbapter 1 explore the 

distwbing aspect of the potential impact of art upon the everyàay world, but conclude that 

Marvell's technique of deferring to the reader uinmritc?ly helps him defend the sanctity of 

individual conscience. 

A concise example of this technique is pmvided by The Urrforhmate Lover. The 

poem describes the iatrusion of political treachety into the pastoral seclusion an Edenic 

garden The conventional ordering tbe gar&n - "sorted by pairs .../By Foutains cool and 

Shadows green" (34)  - is displad by the anarchy of a "Shipwmck" (9), a common symbol 



for the destruction of the ship of state. Consequently, the subject o f  the poem is "cast away," 

convincing argument for reading the torturous existence of the lover as a political degory 

for the life of Cbarles 1 ami the way he represented himseif. Griffin nnds the cult of 

martyrdom perpetuated by Charles' E i h  Basiiike echoed in the lovers realisation that "a 

usually interpreted to resonaîe with contempporary poLitics. It is here? indeed, that the efficacy 

of Charles' propagandistic self-representations are attributed to the mimetic power of the 

representational arts, and the victoy of politic. treachery over pastoral love is suggested: 

This is the only Banneret 
Thai ever Love created yet: 
Who though, by the Maiigiiant Stans, 
Forced to live in Stoms and Wam: 
Yet dying Ieaves a Perfûme here, 
And Musick wiuiin every Ear 
And he in Story only des, 
In a field Sable a Lover Gules. (st Vm) 

Marveil wams his audience of the Luigering effkct that Eikon hi& will have a h  

Charles' de& It is precisely because of the emotive power of poetry, defined in the broder 

context of the representatiod arts, tbaî the pastoral order is Charlesl "Story" 

lingers on in emblems and popular culture. 

There is a particularly Gothic dimension to Marvell's emphasis upon the ûansitory 

boundary between the world of art and that of history: a realization of the potential for a 

collapse between the self and representations of the self, bawcen subject and objtd If the 

imminent coliapse seems threatening, though, the pocess of communicating the message is 

enlightening By using an emblem, the poet defas juàgcment to the rradcr, a d  so imparrs a 

certain M o m  of conscience. 



C hapter One 

"Wanton Hannless folds" vs. "The Abbyss": Casuistry and the Gotbic 
in the Cromwell and Fairfàx Pœms 

Recognizing elements of the Gothic within MarveU's epideictic poetry provides one 

means of  expiaining the long-standing controversy over the poet's ailegîames. The sincerity 

of Marvell's praise of Oliver Cromwell and Thomas Fairfax has been a source of contention 

since the publication of  the CmmwelV F a k h  poems. Do these poems reflect the personal 

politics of Marvell, a d o r  his poetics? How can the parliarnenîary tone of these poerns be 

reconciled with the Royalist elements f o d  in o k  poems by Mawell? Within the last 

thirty years, or so, commentators have shified away fiom attempts to pigeon-hole Marvell, 

and have turned to focus instead u p n  the "problem of mediaîion" enîailed in representations 

of political ieaders following the regicide.' Perhaps the most obvious example of MarveIl's 

concern for mediation is expressed in the elegy Upon the fiath of O- C.. Here, MarveU uses 

disturbing imagery, that might be classined as Gothic, in order to express his frustration 

over the influence thaî popular culture has upon his work: 

The people, which, what most they feu, esteem, 
Death when more horrid, so more noble deern, 
And blame the last act, iike spectators vain, 
Uniess the Prince, whom they applauû, be slairt. (11.740) 

The tnie heroism of Cromwell cannot be easily conveyed, açcording to the pet, because the 

public is unable to conceive of Cromwell in tenns other than those of monarchy. The 

m'ghtening consequence of the public's morbid interests is their inability to engage their 

consciences and participate in the politicai pocess. 

With the introduction of repesentative government in England in the eady 

seventeenth an*, contemp0rax-y conceptions of sovereignty came under i m i n g  



scrutiny. Parliamentarians who, for whatever reason, did not challenge the Divine Right of 

kingship, were forced to pursue the legal antiquarianisn of Edward Coke, or classicai 

republican theory, in order to jusoify t k i r  dissebisfaction. Coke argued that English law 

developed as a consequençe of native wisdom and experience, distinct h m  the written law 

of European legal systems. He anphasised the paradoxical aspect of customary law, that it 

was representative of cultivated wisdom and yet had persisted unaitered since "tirne out of 

mind" (Pocock 1987 35-7). The concept of an ancient constitution was thus formed, and it 

quickly became a meam of securing the Iiberties of Englishmen, placing them beyond the 

king's power of interference in the irnmemorial past England's supposedly ancient 

constitution was sometimes identifiai with classicai mixed govemrnent by means of 

Republican theory. Admiration for a Polybian balance of the forces of the one, the few and 

the mmy was used by some Englishmen to argue alternately for either democracy, 

aristocracy or mowchy. Sir Thomas More and Sir Walter Raleigh, for example,. reiteraîed 

the aristocraîic interpretation. In 1642, the crown attempted to w p t  a monarchist version 

of mixed state theory in the h g ' s  A m e r  to the Ninerem Proposfions. Phillip Hutton's 

T m i s e  of Mo~rchie, published in the following year, expasad the rnisrepre~en~on 

inherent in the A m e r  by highlighting the impossibility of a balance where any one 

constituent possessed sovereignty. 

At the outset of the civil wars then, it was increasingly difficult to conceive of 

monarchy in ternis of a mixed state, and consmative mindeci individuals were hard pressed 

to account for the apparent colJapse of the moaarçhy. Casuistry provided one mems of 

easing the transition for those dishirbed by the pospect of dechring aiiegiance to a unuper, 

such as Oliver Cromwell. This combination of theology and politicai thought accounted for 



the relativity of individual situations and allowed individuals to appease their conscience by 

locating auîhority in sovereignty, rather than in its human representatives. The logic was 

Hobbesian in its insistemx upon the politicai dimension of human riature and the prudence 

of incorporating oneself within a system of mihial obligation to a sovereign 

Sovereignty could now be transferred as contingencies demanâeci At various times during 

the century, it could be justiaably located in eitber: the king, the nnnp parfiament, the New 

Model Amy, or in the protector. Casuistry became an especially important resource during 

the Engagement Cnsis (1649-SI), when virhially ail iiterate members of society were 

required to take an oath of allegiance to the cornmonwealth, as it then existai, 'kithout a 

king or House of Lords" (in Wallace 48). By the mid-century though, republican theory haâ 

resurfaced, and it could now be combinecl with casuistry to either resist Cromwellian 

authority, or to support daims for Cromwell's sovmignty, without m x s a d y  enâo~sing 

his king-like authority 

The ''impartiality'' or "poise" so o h n  found in MarveU's Horatian Ode, and to a 

lesser degree in The Fimt Anniversury, has been thorougbiy studied in the context of casuist 

thought and the shittuig attitudes of the t h e .  More recently, the signincaace of this context 

has been brought to bear on the seemingly ambivalent praise of Thomas Fairfâx in U p n  

Appleron  ous se.' By situating these poems in the context of casuistry critics have exposed 

the diversity of the casuia discourse, its intersection with classical repuManimi and 

Hobbesian thought, as wdl as, with the Machiavellian dimension of contemprary politics 

and apocalyptic fervour. Little attention has been given, bweva, to the interconnedion 

between casuistry a d  Gothic histnriography made by Marvell's %end," James 

Harringtons His Oceuna (1656) provides the most comprehensive development of classicai 



republicanism in contemporary England, and comects casuistry to Gothic historiography in 

a mamer that is particuisrly relevant to Marvell's Cromwell and Fairfàx poerns.6 A brief 

survey of Oceana will, therefore, be usefùl at this point. 

Harrington presents the decay of the monarchy of Oceaua as a consequence of  the 

decay of "ancient prudence," a principle comparable to the Polybian balance in the classical 

republic. "Ancient prudence" though is fûndamentally based upon agrarian çonsiâeration: it 

is the logic that dictaies the correlation of pliticai sûuctue to the system of land 

distribution, as determined by a~;& law. Land ownmhip is the fundamental basis of 

power for Harrington, since it controls the amed citizens that it feeds. The demisse of 

"ancient prudence" was initiated, according to Harringtonts history, with the advent of 

hereditary land gants during the laîer stages of the Roman Republic. The result was a shift 

in the preponderance of power towaràs a growing aristocracy and the beginnings of 

feudalism. To counter the growing independeme of the militmy tenants, the emperors are 

said to have invited the Goths into the empire as a source of mercenary support. The Goths, 

however, subverted the already corrupt system of land distribution to suit their own needs, 

and initiated a system of rniiitary tenure thaî came to characterise Gothic feudalism. This 

marks the transition fkom "ancient prudencew to "modem pdence7" an ideology 

characterised by a "Gothic balance". The story of the demise of the ideal "ancient pnxience" 

thus links the collapse of England's monarchy with the decline of Rome: both are brought 

about by the corrupt system of land distriiution introduced by the Goths. 

The "Gothic balance" that foliowed is presented as a sort of deceptive atiempt to 

maintain the appearance of the classicai Polybian baluice. It is said to be in nicf wthùig 

more than a mere "wrrstling match" between king and nobles (196). Paradoxically, the 



possibility of restoring the ideai of "ancient prudence" and of transforming England into a 

sustainable, world dominant republic exists in Harrington's version of history due to the 

Gothic component of the English feudal system: it is the Goths' supposeci resistance of the 

comqt client system of Lmperial R o d s  militia that is the seedbed for the decay of the 

"Gothic Balance" in Oceana, anâ consequently, the source for the brand of ixnperialism that 

promises to restore civil h i  and spread 11krty of conscience. As Pocock erzplains7 "the 

Gothic balance bas becorne, in O c e a ~ ,  capable of re-conversion to the truc balance of 

'ancient prudence'" (1987 49). The opportunity to m o r e  "ancient pnadence" and to prevent 

a recurrence of its decay can be realised, Harrington suggests, if Lord Archon (Cromwell) 

establishes a repubüc by balancing the forces of the landeci democracy with an m e d  

aristocracy in a relationship of virtue; this formula would allow the c i t bmy  to influence 

their fortune througb paiticipation in govemment Such a republic could secure its sumival 

by anning itself for expansion and spredbg its "virtun with a messianic promise: the 

republic can issue in the d e n n i u m  b u s e  it propagates civil Iiôerty and h i  of 

conscience, thereby uniting man's desire for self-government with the prophesied reign of 

heaven on earth O c e a ~  thus ends with proposais for an impaialist campaign haî will mite 

the people of the world through the spcead of liberty. 

Hamngton' s creative historiography bighlights the overlap between casuistry and 

Gothic historicism. Where casuistry cm entail the supposition of a revival of classicai 

republicanism, Gothic historiography posits the transfer of a predisposition for Teutonic 

liberty nom ancient times to contemporary England, the 'translatio imperii ad teutonic'.' For 

Hamngton, moreover7 the two are equateû, the revivai of "ancient pnadence" is atiainable 

because of the Gothic component of the "modeni pnxhce''. Where casuistry uses 



Conquest Theory and N a m  Law to distinguish legitimate ders from usurpen, Gothickm 

insists upon the wntinuity of England's Saxon institutions- In this respect Gothic 

historiography is akin to the pmdures of common law, in its tmcing of the parliamentary 

prerogative to preconquest ~ n ~ l a a b '  Both casuistry and Gothicism are, in garraC a means 

of Iocating the self within a wmplex politico-religious system, and to this end both offer a 

fom of national self-awareness. It appears naîurai, therefore, that MarveU should develop 

concepts of Gothic historicism in the direction of Gothic iiterary conventions, while he was 

attempting to recognise the coutri'butioas of individual men, Cromwell and F e  to the 

formation of a providentidy ordaincd naîiodempire, at a tirne when changiag ideas of 

sovereignty made it increasingiy f i c u l t  to assert the prominence of the individual within a 

godly empire. 

By recognising ceaain aspects of Marveil's iccmogmphy as Gothic 1 hope to draw a 

co~ection betwem, on the one hand, the sometirnes conflicting concems of nationaiism 

and imperialism, and on the other hand, îhe dialeçtic baiance of action and contemplation, 

anonymity and presence, in these poems. It is the purpose of this chapter to examine the 

heuristic function of casuisîry, especiaily with regard to its Gothic elemmts, in aiding the 

comprehension of these two public figures. Through the language of casuisûy Marvell 

highlights the importance of individual conscience in determining the epideictic scope of 

these poems. History is thus revealed to be the sum of individual perceptions, a point that 

Marvell emphasises by way of ambiguous and deformed visuai imagery. These poems s b a R  

a thematic concern with the problems of mediation They expose their own interest in 

rnanipulating the readei's response, pointhg to the artifice of their own stnictures. In reading 

the landscape of Nunappleton, for example, the rrader is informeci of the potentidy 



distorting effect of the mirroring relationship between the art of the poem and the extenial 

world of historical reality : 

See in what -ton hannless fol& 
It ev'ry w b e  tbe Meadow holds; 

8 8 8 8 

Where ai i  things themselves, d doubt 
If they be in it or without. (6334;637-8) 

Because the Art/Nature dichotomy is used to adumbrate the choice between action and 

contemplation facing Cromwell and Fairhx, iîs bfeakdown expands the epideictic scope of 

these w o r k ~ . ~  Evaluation of CromweUk active participetion in the civil - and of Fairfàx's 

contemplative retirement to Nunappleton are shown to be muhially inclusive and equaiiy 

subject to the discretion of  the reader. The anmymity of the namuor in Marveli's epideictic 

is, therefore, a consequence of a d e f m  to the reader's response, occasioned by the 

blrrning of the boundarïes between Art and Nature. It is, in part, 1 shaU argue, the poduct of 

a Gothic discourse designed to express the nationaîist sentiments associated with Cromwell 

and Fairfax 

5 1 - Recasting "the Kingdome old:" Casuistry and the Comnon Law Mind 

Marvell follows Harrington's caniistry in iîs Gothic form, pesenting CromweU and 

Fairfax as heroic figures of the 'translatio,' liberators wfio are invested with the arrthority of 

Roman imperiaiism. By using elements of the Gothic in his panegyric, MarveU praises the 

patriotic sentiments evoked by these figures, while casting their reliance upon sovereign 



authority and excessive force in a troubling tight. The distinction between paaiotisrn and 

support for sovereignty was, according to Robert Hodge, nearfy impossible to draw during 

the revolution Hodge attributes the representational difficuities encoiintcred in Marvell's 

Ode and me First Anniversary to the lack of an available paradigm for qmsating 

Cromwell's authority' other ttnin through deferaice to Charles L'O The anomalies of 

Marvell's iconography in these pems can, however, also be accounted for by considering 

the Gothc dimension of Marwil's c8suiStCy- The heuristic potential of casuistry can be 

explored in the Cromwell and Fairfax poemç in temis of the ambivalence of Gothic 

signifien, which provide a means of both praising the pehiotimi of these figures and 

censuring their excessive use of force. 

Marvell cari be f o d  stniggiing with a casuist appoach to understaaduig Cromwell 

in the Ode, where the poet is tom between his admiration for "dre forwevd Youth" (1) and 

the regretfid need to Worsake his mues dear," (2) his respect for cbadventrr,us" (11) 

Cromwell and his remorse over the 'Tragick" (54) death of charles. l l Cromwell emerges 

"fkom his private Garden$'' (29) in the rnanner of a classical repubIican, loolcing back to 

'Vie ancient Rights," (38) but reforming the old system by reçanuig it "into another Molcf" 

(36).12 The "ancient rights" r d  England's Saxon institutions, and thus a common law 

interpretation of English history. By gouig beyond the conception of a society thaî is 

detennined by the mere physical strength or weakness of its members, however' Cromwlel 

proceeds in a Hobbesian direction Cmmwe1l builds a r e c i p r d  relationship with the people 

of the new republic, moving hùn away h m  any association witb a mixeci state and towards 

the role of an absolute sovereign The Hobôesian dynamic of Crornweil's rule is expmed 

by the conquered Irish, who can be heard engaging in a covenant with th& new der: 



They can affinn tus Praises best, 
And have, though ovemorne, corifest 
How good he is, how just, 
And fit for bighest Tnist: 

Nor yet grown stiner with Command, 
But still in the Republick' s band: 
How fit he is to sway 
Thatcan so well *y. (m-w 

Liberty for the Irish is achieved here by mems of Hobbesian casuistry - through submission 

to a sovereign power that is in tum bound by natural law.13 This new republic will be 

sustained, moreover, according to the rnethod poposed by Harrington in his Oceanu, by 

What may not then our Isle pesume 
W e  Victory his Crest does Plume! 
* * 
A Caesar he ere long to Gad, 
To Italy an Hanni'bal, 
Andtoall Statesnotke 
Shall ClymaCtenck be. (97-8; 10 1-04) 

Cromwell's Puritan imperiaiisrn is clearly endorsed here by means of the 'translatio' myth. 

in its Gothic associations, however, Cromwell's authority is problematic for the 

p e t  The 'traaslatio' myth is invoked, in pait, by way of an allusion to the founding of the 

Roman Republic in the image of the "bleeding head" (69).15 The image, though, is part of 

the theairical scenario focused on the "Tragick Scaffold," (54) which is potentidly 

manipulated by Cromwell's "wiur art" (cf 11. 47-52). Cromwell's stage management 

resolves the opposhg forces of the pam into a single dichotomy, pitting the Ranw- 

political arts of "angry Heavens &me'* (26) against the aestktic arts of the ''Royal actor," 

(53) and thereby excluding any radical opposition to the nrling eiitd6 To the extent that the 

new "Molci" of sovereignty is shaped by Cromwell's initiative - "Much to the Man is due" 

(28) - it is shaped by his 'Mm art," anci h possible Machiavellian foms of sta&mfkl' 



Cromwell's potentially deceptive appropriation of îhe 'translatio' myth is exposed in the 

unceriain language used to confer the Roman value of otium upon hùn: "As if his highest 

plot,. . could by indusnious Valour c h e l  To ruine the great Work of The' '  (3 1 4, emphasis 

. . 
mine)." The piety of Cromwell's possi'bly contrived status is rnmnizied when the e f f i  of 

his supposedly "greater Spiritsn are demi in the secuiar hguage of the physical 

sciences: "'Nature that haîeth empanes.J Ailows of m o n  less'' (4 1-2). l9 In the end the 

"Spirits of the shady Nighî" corne b k  to haunt Cromwell, to rcmind him thai mce the 

transition from aesthetic arts to politiw-miiitaq arts has been made in the govexnment, the 

state must be sustained with the continueci use of Machiavellian force: "The same Arts thai 

did gain/ A Pow'r m u t  it maudpin" (1 19-20). Althougb the message is a Machiavellian one* 

its disturbing quality derives fiom the ambiguity of the fin- "Spirits": what exactly do 

they represent and how do they threaten Cromwell? 

In the Amiversas, Marveli deploys casuistry more wnvincingly, preseating a 

Cromwell who is more worthy of @se, and whose sovereign stahs is morally superiperior to 

tbat of maje*: "'Abroad a King seems, and something more J 'At Home a Subject on the 

equal Floof' (389-90). His revered s t a t u  is the poduct of a creative historiography, a 

blending of ancient and Christian allusions witb cuntemporary millenarianinn: " 'Tis he the 

force of scatter'd Tirne contracts" (13). Appeerùig as the mythical statemm Amphion, 

Cromwell founds a "Staîe by PropMtiom true" (248) by bsrmoniously t h e 7  

and applying 'hew Stopps to various Tirne'' ( ~ 8 ) ~ ~ '  He , therefore be comprehended 

according to a series of otherwise anachronous models: classical siatesnen, biblical judge. 

prophet, pharch, and miliennial leader. Marvtll's dopiion of the classical Amphion myth 

provides a means of identiwg Cromwell's policies with the w i h m  of classical 



republicanism, equating Cromwell with a figure renowned for his ability to bring people of 

diverse habits into a hannonious patîem of civil society. Armabel Patterson has sbwn thai 

Cromwellk ArnAmphion-li);e hanaonising of miliîary, civil, and religious order, yithin an 

architectural structm, contrasts with the dtifyiag en&avour of the "beavy monarc&," by 

which "one Thing never was by one King &nu (22). The mdapbor thus appears to endone 

Cromwell's "ruhg Instniment" (68) as a correlative to the repiblican principles of 

"concordia discors" (Cherna* 54)' but it is also suggestive of the woricings of propogaada. 

of how myth could be used to gloss over contemporary disputes between republicans and 

govemment (Wallace 116). The image of Cromwell's jxecariously balanced s m w ~ e  is, 

indeed, not cornpletely barmonious with the i&ai of concordia diçcors (see pp. 43-44). 

Adapting Cromwell's role to the series of biblical models provideci - Elijab, Gideon, 

Noah - is part of the casuist pmcm of accountïng for Cromwell's mique coastitutiod 

status, and it does not contravene the classical ailusions of the poem.21 Elijah, for example, 

provides a mode1 suited to displayhg Cromwell's hinnility, his reluctuIce to assume 

authority, since Elijah is known as the founder of monastic life (Wallace 129). The Roman 

antithesis of "otiud ind-a" is retained, however, when the pet praises his 

reluctance to assume c ~ m m a n d : ~ ~  

For al1 deiight of Life thou then midst lose. 
When to Comrnand, thou di& thy self Depose; 
Resigning up thy Privacy do dear 
To turn the headstmng Peoples Charioteer, 
For to be Cromwell was a grwiter thing, 
Then ought below, or yet above a King: 
Therefore thou rattier di& thy Self depress, 
Yielding to Rule, because it rnade thee L e s .  (221-28) 



The resulting balance between classical and biblical allusions contributes to the image of a 

Gothic libextarian, a classical republi- who is ~ g e d  with Christiaaized ide& of Roman 

imperialism, and yet resists the tyranny of irnperialism: 

Angelique Cromwell Who outwings the wind; 
And in dark Nights, and in Cold Dayes alone 
Pursues the Monster thomugh every Throne: 
Which shnnking to her Roman Den impure, 
Gnashes her Goary teeth; nor there securie. (126-30) 

Cromwell's defense of natiodst interests in sometimes o v e d o u s ,  though, and threatens 

to collapse into mere imperialisn. One of the European princes thus cornplains of his 

seerningly supernanual wmmand of the nation: 

'Him, aU the Day, Him, in laîe Nights I dread, 
'And still his Sword seems hanging o're my head. 
'The Nation had been ours, but his one Sou1 
'Moves the great Bulk, and anhaîes the wbole, 
'He Secrecy with Number hath inchas'd, 
'Courage with Age, Maturity with Hast: 
'The Valiancs Terrer, Ridde of the Wise; 
'Abd d l  lis Fauchion al1 our Knots unties. 
'Where did he leam those Arts tbat cost us &ar? 
'Where below Earth, or where above the Sphere? (377-86) 

Such accounts of Cromwell's Puritankm are ultimately not accurate. The highest status that 

can be ataibuted to Cromwell is, in the end, based upon a conditionai clause: ''If these the 

times, then this must be the man" (144). The poet suggests therefore, tbat absolutkt 

accounts of Cromwell's Puritanism be rescinded: "Pardon, geat prince, if thus their Fear or 

Spighv More than o u  Love and Duty Q the Right" (395-96). 

It is precisely this interpretabon of Cromwell, the image of a blood-thirsty wanior, 

that the poet attempts to correct by deploying a sentimental discourse in his elegy Upon the 

Death of0 .  C. To comtes this popuiar misconception of CromweU, the poet expIoits the 

aesthetics of sentiment, highlighthg Cromwell's Wty for magnanunity and '6~lemency" 



(11. 7-20). The language of sentiment is thus used for didactic purposes here, prefiguring its 

rhetoricd fiuiction in the eighteenth century novel. Marvell foreshadows the "cult of filial 

obedience" in perticular, where he uses a sympathetic comelation between Cromwell and his 

dying daughter to pesent CmmweU's chth as the cotlsequeace of his î ahdy  con~em, 

When this relationship is extended to Cromweli's political d e  - "If so indulgent to his own, 

how dead To him the children of the Highest wete?" (2 1 1 - 12) - he is cast as a Roman 

leader, in the guise ofa 'Pater ~atriae'." Casuistry helps the poet ensure the benevolence of 

Cromwell's fatherly authority by providing justification for his imperialist endeavors: 

Who planted England on the Flandrick shoar, 
And stretched our f'rontire to the Ladian Ore; 
Whose greater Tnahs obscure tbe Fables old, 
Whether of British Saints or Worthy's told; 
And in a valour less'ning Arthur's deeds, 
For Eiolyness the Confesser exceeds. 
He fint put Armes into Religions hand, 

An tim'rous Conscience unto Gurage man'd: 
The Souidier taught that inward Mail to wear, 
And fearing God how they shouid nothing fear. (173-82) 

Cromwell's military actions are justinable because theû cornpliance with Christian 

providence exceeds that of England's ancient heroes, a d  thus realizes the 'translaîio' 

rn~ th .*~  Once incorporated into the naîionalist cause of Puritan imperialimi, Cromwell's 

evocation of fear is no longer poblexnaîic, and the pet reiums to celebraihg Cromwell's 

martial mi&: 

Thee, many ages hence in martial verse 
Shall th' English souldier, ere he charge, rehearse; 
Singing of thee, infi- themselves to fight, 
And with the name of Cromweli, amyes fnght (277-80) 

Cromwell thus emerges as the champion of a nationalkt causc, more than simply the 

Machiavellian leader of the Ode, or the ''Puritan warrior Saint," of the ~nniversmy.~~ He 



emerges as a proto-gothic hero, who promises to revive the naîion from beyond the grave: 

"he yet will Iive again" (260). Despite the k t  that Cromwell's death signals a loss 

m e d i a ~ g  capabilities for the English, leaving them C ' ~ ~ 7 d /  To 1OBthSOme life," (229-30) 

they can ostemibly sustain the Cromweüïan repubiic by modeling their actions upon this 

syrnbol of temperpd Furitanism: "Mars.. . temper'd with an aire so mild" ( 2 3 4 - ~ ) . ~ ~  

Fairfax's retirement to Nunappletoa provides the mirror image to Cromwell's 

emergence 'Yiorn his private gardens" (Ode, 29). Where Cnnaweil laves his ''privacy so 

dear" ( A ~ N e r s a r y ~  223) with' noted reluctance, F a 6 x  brings the theatre of war hto the 

'%astions" of his gardens (Appleton Houre, 361). Alîhough Fairfax prefers ''these five 

imaginary forts" to the acîual "cinque ports7* of England, his hobbies betmy a continued 

interest in the arts of war, and even a continued influence upon national policies: 

But he preferr'd to the Cinque Ports 
These five imaginary Forts: 
Ancl, in those half-dry Trenches, spnu'd 
Pow'r which the Ocean might c o d  (349-52) 

The spanning of power over these ''half-dry trenches" entails a transference of aubrity 

fiom Fairfax's former status as a mernber of council, which entailed a sharing in the duties 

of the Lord High Admiral (Duncan-Jones 2û4-85). It also provides an indication of F a W s  

As in the Cromwell poems, the narrator uses the language of casuistry to 

comprehend and ostensibly to praise his subject. Fairfm's retirement is thus arduously 

adapted to his conscience: 

For he did, with his utmost Skill, 
Ambition weeù, but Conscience a. 
Conscience, that Heaven-nurSed Plant, 
Which most our Earthly Garâens want 
A prickling leaf it bears, and such 



As that which sluinks at ev'ry touch. (353-58) 

The casuist language of Thomas' ''crisis of conscience," 8ccording to Mark Heumann, 

reiterates the caution displayed by William Fairfa William is, of course, the heroic 

(Refodon)  figure who rescues Tsabel Thwaites fiom the Gothic cloister, while refiaining 

fiom using force against the deceptive nuns, even though %e court him granta the lawful 

Forum;/ Which licens'd either Peace or Force" (cf st XXIX-XXX). Where William 

expresses a determination to respect both "Religion" and 'Wight,'' (226) Heumann fin& a 

recognition of the complexities of justice in its s o c i d i d  context and a ringing endorsement 

of the righteousness of Thomas Fairfax's decision to retire.28 

The exact conespondence between William's moral victory and Fairfax's 

"consciencen is, however, more cornplex than it initiaily apPears.2g The correspondence of 

William to Thomas is most explicitly made vis à vis the sirnilar repesentational problems 

that these figures occasion the narrator, raîher than by any overt appeal to a shared religious 

doctrine. On the one hand, William's reluctance to use force agaht the nuns exposes an 

aesthetic problern facing the narrator: "What should he do? He would respect/ Religion, but 

not Right neglect" (224-25).30 On the other han4 tbe poet's attempt to praise Thomas' 

retirement results in an excessively long digression on the history of the wasting cloi~ter.~' 

The story of the dissolution of the nmery  dudes, moreover, to a conspicuously fictionai 

manusa in  and is pesimiably designed to appal to Fairf8xts antiquarian inter est^.'^ As 

Rosalie Colie mgnises ,  tirne is "pleatedw in the poem, the Fairfbcian limage is "fused" into 

a generic hero for the purposes of fiction, and the facts surrounding the dissolution of the 

nunnery are loosely tmted - the convent was not instantiy ndispossestm (272) as the pomi 

suggests, but in fiict, only fell to the son of William and Isabel (Colie 227;25 1). Evidently, 



the prudence of Thomas' Fairfax's casuist concems can only be represented vis a vis a 

Gothie tale. 

Recently, the relevance of casuistry has been bwght to bear on Fairfàx's 

engagement in national politia, rather than his retirement from the public world Steveû 

Zwicker and Derek Hirst trace the composition of the poem to the of the 

Engagement Crisis in the summer of 1651." 3 ininvasion of Scotland, which pmmped 

Faufaxts retirement in June 1650, became a defensive action in the summer of '51- 

Presbyterian and Royalist causes in Scotiand had now joined forces and threatened to 

pmvoke a similar alliance in England. The threat of a Scottish invasion intent upon 

imposing the Presbyterian system on England meant tbaî the Enghsh cause could m w  mise 

the banner of nationalism. M d ,  a sort of populist movement did arise* as Englisben 

fiom across the country displayed their willingness to join the new wunty militia The 

decision, though, was not an easy one for the many who disliked the phciples of the 

republic, and would have involved them in the casuist fom of sou1 searching "for they now 

had to decide wheher to defend the republic as well as nation a g a k t  a Scottish kingR 

(Zwicker & Hirst 254). The elaborately treated cornparison of the merits of contemplation 

and action in Appleton House, thus relates to more than Fairfax's prior decision, and is 

pertinent to a dilemma facing him in the present moment of the poem. The governmeat, 

Zwicker and Hirst 'note, continueci to press Fairfàx for a declaraton of support until he 

finally complied in August of 165 1.  

The çasuist language of the poem, therefore, helps to express the na i id i s t  aspect 

of Fairfax's actions a! NunappIeton Evm in bis garden, wbere he tills the conscience that 

spans power, Fairnuc is e n m  in national politics. The aisuistic association betwem 



William and Thomas Fairfax helps to tease out the paûiotic aspects of Thomas' endcavows, 

by locating Thomas within a ' ' p t  Race" (248) of liberators, within a Gothic pattern of 

historiography. Thomas promises to recapitulaîe the l iht ing actions of his ancestor. The 

Fairfax f d y  is thus placed at the tail end of a history that traces the rise, declhe and 

rebirth of liberty. Praise vis à vis the Gothic, however, is not monditional praise. 'Ihe 

narrator thus descnis the potentid  conciliation of English history with providence by 

way of an unsettling combination of pastoral and warlike imagay: 

The Gardiner had the Souidiers place, 
And his more g d e  Forts did trace. 
* * * * 
But War al1 this doth overgmw: 
W e  Ordnance Plant and Powder sow. 

And yet their walks one on the Sod 
Who, had it pleased him and Gd, 
Might once have ma& our Gardeos spring 
Fresh as his own and floirrishing. (337-38; 343-48) 

Fairfau's ostensibly benevolent gardening practices are cendeRd problemaîic as t hq  are 

intertwined with those of his ancestors through the language of casuisûy. The condibonal 

verb tense here underlines the fàct that Fairfax's influence upon British history is not yet 

determined. Before the nature of the relation between Thomas and William can be 

established the namûor is side-tracked into the "Abbyssn of litffary and rcligious diversions 

followed at Nunappleton, ernphasising once agairt the d to tailor concepts of "Right" and 

religion to their social conte* The Link between Thomas and William higblights the 

significance of Thomas' engagement in contemporary poiitics, but aiso the necessity that he 

avoid uçing excessive force." 



5 II - "That blest Day still counterpoysed wastes:" Apocalyptic Fervour 

Fairfax's leadership, l&e that of Cromwell, promises to rejwenate the English 

nation, and in both cases the rebirth has saong religious overiones. Fairfax's ~v iva l  of 

England promises to restore the Protestant ethic ihat his aacestor, William, used to resist 

papist tyranny. Cromwell's recarting of tbe "Kingdome oidn ïnto a republic, likewise, 

transcends the laws of the physical miverse and enters the reah ofthe spirituai: 

Though Justice against Fate cornplain, 
And plead the ancient Rights in vain: 
But those do hold or break 
As Men are strong or w d c  
Nature that hateth mptïness, 
Allows of penetration Iess: 
And therefore must make rom 
Whete greater Spirits corne. (37-44) 

As with Fairfax's regmation of "conscience" and Protestant ethics, Cromwell's restorative 

capacity is expressed througb a georgic metaphor. Cromwell's husbaadry of the 

Commonwealth is also akin to the gardening practices of Fairfax to the extent that it is 

accornpanied by a promise of Il'berty: 

Tho y and thine House, like Noah's eight did rest, 
Lefi by the Wars Flood on the Mountains crest: 
And the large Vale lay subject to thy Wiil, 
Wbich thou but as an Husbandman wouldst Till: 
And only di& for others plant the Vine 
Of Li-, not Qunken with its Wine. (Anniversary, 283-88) 

Husbandry was a commonly used metaphor in the seventeenth century, with strong links to 

the values of classical republicanism (see pp. 34-9). It is, indeed, through planting that 

Cromwell seems to inWuce a Roman fonn of republicanism in the O&- Udemîadhg 

the prophesied rebinh of English nationatity under the leadenhip of Cromwell and Fairfi 



in terms of a Gothic discourse, that combines casuistry, classical republicanim, and 

apocdyptic fervour (which includes Machiavellian @tics), highlights the conditional 

aspect of the poet's praise. 

The ability of b t h  Cromwe11 and Fairfax to renew tbe former glory of England is 

dependent, at least ~ ~ ~ t i a l l y ,  upon their mpoase to the volatile religious sentiments of the 

time.35 Along with d e m d c  ideals, notions of milienarianism percolated diiring the 1640s 

amongst the more radical sectarian groups: the Leveliers, the Quakers and especially the 

Fifth Monarchists. Christopher W has convhingiy argued that the religiow convictions of 

these sectarians were successfully cwp(ed by the military power, that men who i n c o d y  

believed they were fighting for religious to ldon  and cleerllrg the way for a messiah were 

largely respnsible for the outcome of the civil wars. Those wbo were convinceci of man's 

abiiity to kmw God's wiU argiled for the Almighty's beaeficence and an approa~hing end of 

M i e .  The miUenarian concept, Hiii explaias, was suppoed by naîionalist ppaganda that 

presented God's Englishmen as guardians agaiast a pepist antiChrist (143). 

Parliamentarians codd, therefore, justiQ the exsution of Charles 1, with his hown 

Catholic ties, as a necessary step towards d l i s h i n g  the mie ofa heavenly king on earth. 

With Cromwell's ascendance in 1650, millenarian theories entered the laboratory of 

political reality, and apocalyptic fervour soon reached its height Fainsx's religious practices 

at Nunappleton, his indulgence in Hemeticism, would have rendered the leader potentially 

unawate of the implications of the miuenarian fe~vour. The sensual devotion praetised by 

the p e t  in the woodland scene of the poem bas been interpreted as an attempt to avoid the 

disturbing reminders of war presented in tk p u x h g  meadow same, an admonïshing tale 

designed to warn Fairfax of the moral lxdaupcy of Hermeticisrn (Rostvig Lord; Pattemn, 



1978, 102-08). The escapin nature of the religious practices is presented as dangerously 

decadent precisely because it disregards contempomy realty and p v i &  the pe t  with a 

How d e ,  methuiks, and strang, behind 
These Trees have 1 incamp'd my Mind; * * t 

. . . where the Worid no œrtain Shot 
Can make, or me it toucheth wt. 
But 1 on it securely play, 
And pd its Horsemen ail the Day. (60 1 -ûî;6OS-O8) 

The poet's irreverence for the apocaiyptic Horsemen and his declared "ease" (593) with his 

natural surroundings is itself tantamount to a f o m  of ppery: "Under this antick Cope 1 

movd Like some great Prelate of the Grove" (59 1-92). F W y ,  the pet is shamed out of his 

self-indulgence by tbe appearaace of the Maria, who symbolises Protestant Mmie. IfFairnu< 

is to promote the renewai of English natidism by ceding Nunapp1eton to Maria, as the 

poem suggests, he must not allow himself to becorne caught up in tbe sensual ple8sures of 

Hermeticism, he must remain conscious of the sectanan desire to basten the rnillennium. 

By contrast, Cromwell is pe- too much aware of the pditical scenario that might 

allow a charismatic leader to take advanf~tge of religious radicaiism. Some d c a l  sectarians, 

who klieved that they could hasten the miiiennium, supported Cromwell with claims that 

he would make way for the messiah, or even that he was the messiah. The Fifth Monarchists 

hailed Cromwell as "our Moses," the man wbo "would advance the Scepter of our Lord 

Jesus" (in Capp 62). Although Cromwell did not subscni. to this inteqcetation, he did 

present his victories as those of providence. When addressing the members nominated to the 

Barebones parliament, after he had disband the Rump Parliament, Cromwell appealed to the 

more radical members: "And why should we be anaid to say or think, that this rnay be the 



door to usher in the things that God has prophesied.. . " (in Abbott 64). When this group of 

ostensibly godly men failed to introduce the democratic refonas sought by sectanans, some 

disemhanted tadicals begm to blame Cromwell. They shiAed praising Cromwell as 

the messiah to labelling him "the man of Sin" and the "hom of the beast" nom the Book of 

Daniel (Firth 333; Capp 100). Their rage is satirised in the M p û o n  of the " C h d s h  

issue" who eagerly watch Cromwell's aear Ml: 

Yet such a Chammish issue still does w, 
The Sharne and Plague both of the Land and Age, 
Who watcb'd they halting, and thy Fall deride, 
Rejoyciag when thy Foot had slipt aside; 
That their new King might the f i f i  Sceper shake, 
And rnake the World, by his Example Quake: 
Whose fiantique Amy should tbey waat for Men 
Might muster Heresies, son one wwe ten. 
What thy Misfortune, they the Spirit dl, 
And their Religion only is to Fail. (293-302) 

Despite the invective against tbe millennial preaching of the sectan-ans, Cromwellts 

millennial status is asserted at various points in the Anniversq, thmugh cornparisons to oid 

testanient Judges, and as a mileaarian leader who is fit to "precipitate the latest &yn (140). 

Derek Hirst argues thaî the narrator attempts to endow Cromwell with apocalyptic status in 

order to counter the F i f i  Monarchisi interpretation of Revelation that blamed Cromwell for 

delaying the millemùurn (41). Given the &ric tone of the invective against the "chammish 

issue," however, it is unlikely the poet is asserthg Cromwell's messianic role. The pise 

offereâ in the poem is, indeed, aimed at Cromwell's gooà judgement to resist the ternptaîion 

to adopt the role of a religious leader: 

Hence oft 1 th* if in some happy Hour 
High Grace should meet in one with highest Pow'r, 

t 

But a thick Cloud about that Mounring lyes 
And intercepts the Bearns of Mortal eyes, 



That is the most which we detemine can, 
I f  these the Times, then this must be the Man- 
And well he therefore does, and well has gues 
Who in his Age has always forward p s t :  
And h w i n g  not whaP Heavens choice rnay light, 
Girds yet his Swoid, and ready stands to fight 

(131-32; 141-48) 

Cromwell's respect for providence is the subject of p i s e  here, and his parliamentaq 

speeches provide evidence of his dedicarion to a strong belief in providence. 

At a t h e  when individuals were faced with difficuh decisions r e w n g  allegiance, 

and with the difficulty of accounting for the collapse of moaarchy, providence was a 

powerfid concept It was central to the developed by Anthony Ascham, which 

permitteci individuah to justifi k i r  choice of allegiiuiee by appeahg to eMdence of an 

ostenstble trial by M e .  Frorn this point, it required little mental effon to make a case for 

d e  by an authontarian, based upon an a s d o n  of the leadCr's high ieligious status- The 

F i f i  Monarchists had invited Cromwdl to use such an argument, and James Harrington 

ended his O c e m  with such an argumentM The popular tbeories of Machiavelli provided a 

possible bridge between justification by providence and justification by pphecy.  In The 

Prince (pub. 1640 in English), Machiavelli argued that the ody means of reJtoring authority 

following the collapse of the balance of power, was to raise up a powaful prophet- 

legislator, a Mosalike figure. The ambiguous status of Cromwell in the Ode and the 

Anniversmy has been interpreted in this context. 

Joseph Mazzeo correlates Cromwell's ascendance in the Ode to the Machiavellian 

concepts of 'fortma' and 'virtu'. Cromwell's success is dependent upon the convergence of 

fate. fortune and his active participation in sbaping his own destiny. His succes is 

dependent upon the occasion ("Tis time to leave the Books in dustw(5)), providence (he is 



"The force of angty Heavens flame" (26)), nature ("Naturee..rnust make room/ Where 

greater Spirits corne" (41 -4)). but also upon his ability to s e k  the occasion (his *'industrious 

Valourn (33)). Subjected as he is to forces and circumstances beyond his control, MaPeo 

argues, it is difficult to blame Cromwell for his assumption of commaad The man is 

adrnired, however, for urging "his active Star" (1 l), for taking control of his fàte. Given this 

balance between providential forces and individual detennination, it is as Blair Worden 

notes, difficult to judge whether Cromwell will remain as obedient to the republic as he 

pretends to bey or whether he will assume the role of "Ciymaaerick" (104) for personal gain 

The same ambiguity easts in the Amiversmy, where Cromwell is praised for his self- 

disciplineci r e M  of the crown, for n"yieldïng to Rule" (228). but is subsequently admired 

for his Gideon-like display of force: 

When Gideon so did h m  the War retreat, 
Yet by the Conqwst of two Kings grown great 
He on the peace extends a warik  power, 
And Is'rel silent saw him rase the Tow'r, 
And how be S U C C O ~  Elders durst s u p p ~ ~ .  (249-53) 

Are the militaistic actions of a biblical Iudge appropriate compan'soas for a leader of the 

commonwealth? Derek Hirst shows that such cornparisons are in keepiing with the way 

Cromwell was represented by the Protectorate Govemment, and he underlines the influentid 

role of a known Machiavelhan theorist, Marchamont Needham, upon the formation of 

govemment propapda The poem does end, as Hrst points out, with Cromwell cast as a 

Christ figure, "the Angel of our Comrnond," who setîles the troubled waters by stimng 

them (40 1-02). 

In support of Machiaveliian explaaa0ions for the ambiguous repesentation of 

Cromwell in the Ode and the Anniversary, one rnight cite Michael Mckeon's observations 



about the changing concepts of 'empire' and 'sovereignty' that accompanied the demise of 

the monarchy. Mckeon argues that the English Revolrrcion resulted in the secularization of 

these concepts and consequemly, that mystical ~cp18t18ti01.1~ provideci by the 'translatio 

imprerii' figure are no longer adequaîe by the 1650s. The "Angelique Cromwelln who 

pursues the "momter" of "Roman" tyranny in the Ode is, indeed, beyond the discursive 

capabilities of the nanator "If gracious Heaven to my Life grive leu&,/ Leisure to tirne, and 

to my weakness Stren gth...Till thm my Muse sball hollow fhr behindl AngeUic 

Cromwell.. . " (1 19-25). 

Cromwell's ambiguous status? m e r ,  is due in part to the eclecticisn of the pet, 

and the confiicting representations povided Tndh about Cromwell is, in fact, presented as 

the product of a sort of  Bakhtinian dialogism, entailug various political and aesthetic 

discourses. As Annabel fatterson comments, the reader is never presented with a single 

unified generic mode1 for Cromwell but is left to labour behiad speedy Cromwell, who 

"outwing the wiad" (126). The apparent inade~uacy of the translatio myth does mt prevent 

the narrator from adoptmg it in an attemp to cl- Cromwell's status. By demonstmtïng 

the shoricomings of the myth, momver, the pet may be atternpting to adapt its explicative 

ability. 

Understanding the ambivalent tone of  the epideictic in both the Cromwell and 

Fairfax p m s  in terms of the Gothic ailows the reader to account for the intersection of 

apocalyptic fervor and Machiavellian theory, dong with classical repubiicanisrn and 

cornmon law thought Through the perspective of the Gothic, the nlationship b a n  

Cromwell's Amphion-like statesmanship (classical qualities) and his prophet-likc status 

(religioud Machiavellian aspects) in the Anniversary is highlighted, and this can be 



cornpared to the ambivalence sunounding Faidax's respect for ancient custorns and native 

culture at Nunappleton. In short, a Gothic perspective helpa to ùiscem the temis of  pise 

offered: Cromwell's required avoidance of a high d g i o u s  stance and Fairfax's neceSSary 

attention to the demands of the millemrians. The difficulty of mediating the characteristics 

of these men is the f e a ~ e  that binds these poems together, and the Gothic provides a wide 

enough scope to consider the different issues - both theological and elocutionary - 

impinging upon the problem of mediation 

The Gothic provides a M e r  means of understaadùig the ambiguity of the 

apocalyptic dimensions of the Cromwell ami Fairfax poems, because the duality of the 

Gothic villain/hero corresponds to that of the Machiavelhan prophet-legislator- When the 

îiightened spo kesperson for the foreign princa of the Amiversary cornplains of  Cromwell's 

That one Man still, although but nam'd, alamis 
'More than al1 Men, al1 Navies, and all Arms. 
Wim, al1 the Day, Him in late Nights I QeaQ 
'And still his sword seems hanging o're my head 
'The Nation had been ours, but his one soui 
hloves the great bulk, and animaies the whole. 

(375-80) 

The ambivalent tone used to praise the endeavour of the bad but admirable imperka1 wanïor 

corresponds to that used to praise Fairfâxrs "Acts ... of Fame" (64) in "Upon the HiU and 

For something alwaies did appear 
Of the great Masters terrour there: 
And Men could hear his Annour d l  
Ratling through all the Grove and hill. (37-40) 

Th- men haunt the min& of their subjects, but the pecise source of tbe fecrr they elicit 

remains intangible. nie effects of these men upon the nstion's political, spirintal and 



physical constitution is emphasised by this dichotomy between villain and hero. The Gothic, 

whose leading figures typically resist uistittutionalisation, provides one means of explaining 

the balance between individual wiU and provideuiiai force. The 'aanslatio,' moreover, 

provides a means of celebratbg the imperial actions of Cromwell and Fairfav in terms of 

providence, describing theù revival of republican values in tenns of a spirituai rejuvenation 

of naîion Michael Mckeon has show that the emergence of a modern conception of 

'empire' dongside the new understandmg of sovereignty, meant that impenal authority couid 

no longer be descn'bed by the transfer of divine authonty. The 'translatio' myth, nevertheless, 

provides a means of alluding to both the spiritual rejuvenaiion of the nation and the 

independent actions of Cromwell and Fabfiax, Their revival of classical republican values 

has a definite spirinial dimension 

$ iII - Blasting Caesar's head "through his Laurels:" the Ambivalence of Roman Attnbutes 

Adopting a Gothic perspective helps to evaluate the spirituai dimension of the 

classical revival initiaîed by Cromwell and Fairfax, in their pursuit of Roman republicanism 

and a happy life of country retirement Many prominent figura in the 1650s, such as John 

Milton, endorsed the concept of a republican England becoming the Rome of the West, 

spreading l 1 k r î y  through ünperiaiist expansion and h i n g  Europe £'rom papist domination 

(Worden 160). Conquest would ostensibly be welcomed whm it was oecampanied by an 

apocalyptic desire to remove the shackles of popery that were delaying the millennium, By 



using the 'translatio' myth in h i s  representations of Cromwell and Fairfax, Marvell reiterates 

these claims, but in a critical mariner. Cromwell's ascendancy in the Ode is a case in point. 

Upon an initiai reaâing of the poern, it rippears that Cromwell's success is due to the 

inadequacy of the "ancient Rights" (38) to ptotect the perogatives of the king A more 

careful reading will reveal, however, that CromweWs victory entails7 in f a  a njuvelliifion 

of the ancient rights of classical republican.: "stil l in the Republick's hand.. . He to the 

Commons Feet presenW A kingdome, for his tint year rrnts" (82; 85-6). The terminology 

here echoes that of the king's "Answer to the Nineteen Propositions7" where the myth of a 

republican balance between the "three estaies" of govemmeat was aiiuded to in order to 

promote royal prerogaiive as though it weie backed by a sort of republican consensus. 

Classical Republicanism was fkquently used in the seventeenth century to express the 

confiicting ideologies of royalists and independents, monmhists and republicans. 

As &ers of the Ode have so o h  noted, Cromwell's 8scendancy in Marveil's Ode 

is not opposed to Charles' fdl. The wntinuity beîweea Cromwell and Charles is further 

underlined by the Horatian element of the poem: the fact t h .  Marveil's role as Cromwell's 

p e t  pardiel's Horace's situation in his Odes to Caesar A u m .  Both poets are forced to 

relinquish theü own political perspectives in order to praise a leader who has been buoyed 

up by contemporary circumstances, and both pets display concem for maintaining k i r  

integrity. John Coolidge has shown the extent to which Caesar Augustus provided Marvell 

with an ambivalent mode1 for his Cromwell: the transformation h m  OctaVian to Augustus 

entaileci an appropriation of aii the ancient ideals that Caesarean power was destroyiw "the 

narne of 'Caesar' came to epitomise both the ancient ri* and the 'forced Pow" that was by 

its origin destructive of them" (1  16). Cmmwellian authority, by Coolidge's accoimt, is 



ambivalent in the same way that Augustus' claim to have 'restored the republic' must have 

been regardecl with scepticism by his contemporaries. 

Coolidge shows that an important aspect to the paralle1 between Horace and Mamell 

is theu shared con- for comlating the values of 'otium' to a paiiem of deconun in the 

individual's Me cycle: Marvell S o m  his "Youth" of appropriate behaviour, of the ûeed to 

emerge fiom the "shadows" (the "umbrae" of Horace's Odes) and to give up the comfwb of 

peace for the glory of war, M e  the middle-aged pemma of Horace's odes pudentiy 

realises the benefits of accepting Augustan reign and of ending the civil wars. Coolidge thus 

helps to illuminate the relationship baweea the process of comlatuig the individual's üfe 

choices with the rhythm of otium, and the dehirative procss of the casuist - the decision 

of whether or not to engage. The later political decision, it would seem, can be facilitated by 

the artistic considerations demanded by the h r u m  of otium. Decisions made in the pivate 

world of otium affect the public bebavioia of the individual, potentidy imbuing tbem with 

a &ritual dimensioa Such dynamics are evident in both the Cromwell and Fairfâx poems. 

This mingling of private and public, as well as concem for the merits of a 

contemplative life as opposed to an active life, mi@ be e>rplained in ~ e m  of the 

specifications of pastoral poetry. A M e r  Horaîian association, however, is dso avaiiable. 

Maren-Sofie Rostvig traces the theme of retirement in seventeenth centiny literahue back to 

the "happy man" of Horace's "beatus ille" Epode. The popular theme wuld be represented 

by the realistic and georgic language of classical stoicism, as well as by the idyllic language 

of pastoral, accordhg to ~ o s t v i ~ . ~ ~  She argues that during the seventeentb centuiy, "the 

punuit of virtue, truth or happmess beuune a question, not of scholastic diripluie or an 

active life, but of introspective meditation h i d e  a d or imaginary hortus conclusus" 



(67).39 Rostvig's mode1 offen an exphnation of the unresolved relationship between the 

"fonvard Youth" and "restless Cromwelln in the Ode: the duality represented by both these 

figures is no longer relevant to the task of depicting VirtUe- Marvell does indeed a p  to 

leave the age old question by the wayside d e n  he reprsents Cromwell's ambivalent 

response to the changiog times - his apparent concem for the ''antient Rights," in contrast to 

his ostentatious recasting of the politicai order - in ternis of the meditaiive actions of the 

Much to the Man is due. 
Who, fiom his private Gardem, where 
He liv'd reserved and austere, 
As if his highest plot 
To plant the Bergamot, 

Could by induhous Vaiour c h b e  
To nrin the great Work of Tirne, 
And cast the Kingdome old 
Into another Mold (28-36) 

Marvell thus uses the laaguage of husbandry to scrutinise the decorum of CromiI's 

militaristic actions, just as Horace uses the ambivdently cbarged connotations of otium - 
leisure and peace vernis sloth and decadence - to bail ~u~usais.~O 

Cromwell's actions are also treated in relation to the classical values of otium in the 

" h e m  on the Death of O.C." The three aspects of the Roman god of war - warlike, rustic 

and protective of civil rights - are here f o d  to be an inherent part of Cromwell's 

Where we.. . 
...presse about his chamber-door, 

From which he issu'd with that a m  state, 
It seem'd Mars broke througb Janus' double gate; 
Yet always tempeid with an aire so mild, 
No April sunns that e'er so gently smil'd (23 1-36) 



Cromwell's actions bring an end to peace (breaking open the gates of Janus, which are kept 

closed in times of peace), but they remah h e l y  because they are caiculated with georgic 

endeavour, according to the fitaess of the seasons. He thus combines the qualities of the 

Christian warrior with the stoic features of the r e t i d  happy men;42 and his revival of 

Horatian values is thus infiised with a form of spiriniai righteousness: 

. .. him away the dismal Tempest rent, * * 
Who plnnted Engiand on the Flanctrick shoar, 
* 
He first put Armes into Religions han4 
And tim'rous Conscience unto Courage man'd: 
The Soddier taught that inward Mail to weary 
And fearing God how they should uothing f a .  

(171;173;179-82, emphasis mine) 

The same combination of features is used in the Latin "Epigram on Two mountains, 

Almscliff and Bilbrough" to praise Fairnuoan virtue. As Annabel Pa#erson notes, the 

contradictory features of Fairfax, his miiitary might and his retired mildnessY are depicted in 

the conîrasting Gothic and Augustan landscapes: 

That is tofty, steep7 uneven, and arduous: 
This is sloping, gentle, soft, and pleasing. 

Nature joined dissimiiar things mder one m7 
And they quake as equals under Fairf'uSan sway. 

(13-16) 

The particdar FairfaXian combination of Gothic and Augustan features is apparentiy 

sornething to be feared. Those contrashg features are exploreci fiirther within the singular 

landscape of the hi11 and grove at Bill-borow, where fear is also prevalent Once again the 

military aspects of F a X h  are blended with aspects of the retirecl Happy Man figure. 

Fairfàx's ghost communicates easily with the genius loci of Bill-bomw through the 



horticultural medium of the "the Courser Rind (51) of the "plump of aged trees" (34), 

... something alwaies did appear 
Of the great Masters terreur.. . * 
Fear of the Master, and respect 
Of the great Nymph did it protect; 
Vera the Nymph that him inspir'd, 
To whom he often here retiid, 
And on these Okes ingrav'd her Name; 
Such Wounds alone these Woods became: 
But ere he wel  the E3arks could part 
Twas writ already in their Heart. (37-8;4 1-8) 

The horticultural dismiose amongst the trees and nymphs at Biil-borow becanes the 

uitimate p i s e  of FairfaXian virtue, "ail the Civic Garianâs due" (69). The vague fear that 

Fairfats war-fhg actions instil within the landscape suggests the sprihial dimension of 

Fairfax's Roman attn'butes, which the Gothic helps denote. 

The Fairfax estate, as represented in Apflefon house. is indeeâ plagued by the 

potential threat of superstition Patsy Grifnn explaias that foUowÏng the large d e  sale of 

monastic lands at the t h e  of the civil wars, attempts were made to hinder the spoliation of 

religious lands by explaining unfortunate happenings vis a vis superstition Griffin argues 

that Marvell repudiates such superstition when he &picts William's penetration of the 

cloister wall: "Young Fai'airtax thmugh the Wall does rise./ Then th' unfrequented Vault 

appear'dJ And superstitions vainly feafd" (25800). The contempomy pattern of 

superstition is, in fact, twisted to favour William's cause: the dissolution of the cloister 

follows Wiliiam's prrdiction that "those buildings [WU] last not long/ 'founded by Folly, 

kept by Wrong" (2 17-1 8). 



The Gothic aîtributes of the Fairfax estate, though, involve more than superstition 

and extend beyond the fkunework of the bouse. From the be-g the reader is told to 

"expectf' a naîive and modest style "Within this sober Frame," (1) withui both estate end 

The simple design of Appleton House is therefore mntrasted with the osientatioo 

displayed by those of "Forrain Architect[s]," (2) fomd in the "Aranjuez" and the "Bel- 

Retiro" (755-56). The indigenous chami of the Fairfax estate, where "al1 things are 

composed_--Like Nature" (25-6), recalls the classical values of the 'beatus iile'-tradition: 

Fairfaut's moùest home is compared to Romulus' "Bee-like CeIl" (40). evoking the myth of a 

nanslatio imperii ad Teutonicos. Native cham apparently includes Roman attributes, but 

describiag those attniutes broaches certain repesentatiod difncuities. As the poet 

explains. the modest "Lines" of the house necessarily alter the form of the poem; hence, the 

Humility alone âesigns 
Those short but admirable Lines, 
By which, ungirt and rmconstrain'd, 
Things pater  are in less contain'd. 
Let others vainiy sbrive t'immure 
The Circle in the Quadrature! 
These holy Mathematicks can 
In evfry Figure equal Man. (st. VI) 

The pet thus adapts his fonn to the task of celebraihg Fairfsx's humility as though he were 

preparing a vesse1 to contain holy subject matter: examining Fairfax's Roman qualities is 

ostensibly a means of exploring bis providential d e .  

Maren-Sofie Rostvig has documenîed the extent to which Marvetl combines 

classical and Christian thought in his adapaîion of the beatus ille-tradition The humility 

that is found in the opening "Lines" of Appleton House, for example, sugg- the Hordan 

idea that country life fosters the self-discipline and baiance of mind required to resist the 



temptations of ambition; the poem and the estate offer a respite from the extravagance and 

corruption of worldiy affairs. As Rostvig demonsûates, thougk the Horatian 'Ham Man' 

theme that Marve1l adopts has more affuiities with seventeenth cenhiry revivals of the fomr, 

thao wiîh those of antiquity. Like his eonternp~carjes~ Marvell combines the austerity of the 

beahis ille-tradition with a Christian emphasis on devotion, and with the aeo-Platonic notion 

uiat spiritual edightenment can be achieved through contemplation of the divine hieroglyph 

fond in the naturat world Marveii's F- in&e!d, conforms to John Evelyn's notion of an 

"Hormlan Fairfax's rural retirernent thus includes exercises for impmving bis 

senses, a necessary developmental step, according to Rostvig, for recognising the divine 

hieroglyph Following the exemplary behaviour of his ancestors, Fairfax sportingiy 

continues his "warfike studies" within the fort-like configurations of his gardens- Here, "five 

Bastionsn provide a pmtective and ninhiriag en- for the development of the senses? 

"As aiming one for evlry Sensew (st. XXXVI).~* By Qmonsûating his pefaence for "These 

five irnaginary Forts," opposed to the actual battle grounds of the civil wars - "the Cinque 

Ports" - Fairfax aligns bis retirement with providential design (cf St  XLIV). These georgic 

exercises permit Fairfax to foster the p w t h  of bis "Conscience" while weeding out the 

evils of "Ambition" (cf st XLV). He is thereby provided with the good sense to avoid the 

extravagant forms of sensuality associaîed with the seclusion of the cloister and with the 

pet's retreat into the "Sanctuary1'(482) of the woods (see 4 V below). 

The spirituality of Fairfbc's actions in retirement is, nonetheless, called into doubt, 

dong with the 'translatio' myth used to cornmimicate the religious theme. Fairfax's decision 

to cede Nunappleton to Maria foreshadows a supposed revival of reformation values diat are 

supposedly part of an ancient heritage. The nilîïiment of the pmphesied revival depends, at 



lean partially, upon how the reader interprets the Gothic tale of the Fairfâx estate (see 

below). Sirnilarly, the spiritualïîy of Cromwell's ascendance is called into quesîion by the 

Gothic elements of the Ode and the Amiversurj~. Critics have lcng since noticcd thai the 

Augustus Caesar. Julius Caesar's crossing of the Rubicon, upon d g  hwn the campaign 

against Gad, was deemed an act of treason, just as Cromwell f d  an uncertain -on 

upon retiinung from the Irish campaign. Tha! uncenaiay, Blair Worden argues, is expressed 

in the poem's ambiguity about Cromwell's constitutionai intentions (156). The resonance 

with Lucads description of Caesar's crossing of the Rubicon (cf Margoliouth & Duncan- 

Jones 295-97), therefore, prepares the reader for a p e m  that will scndinise the Cmmwellian 

conception of the English nation 

Uncertainty is achieved in these poerns by meam of a Gothic pattern of 

historiography. The "bleeding head" of the Ode, for example, provides an ambivalent 

reference thai links the Roman pst with England's fimire, and blurs the distinction between 

royalist and parliamentarian perspectives: 

So when they did design 
The Capitols fïrst Line, 

A bleeding Head where they begun, 
Did fiight the Architects to nin; 

And yet in that the State 
Foresaw it's happy Fate. (67-72) 

The "bleeding Head" is a historical refkence; conternporary rieaders would have feco*sed 

it as an allusion, via Pliny's Natzual Histoty and Varro's De Lzngua LufiM, to the foundattion 

of the iast of the Roman Kingdoms under the legendary figure of Tarquin the Roud 

(Margoliouth 3ûû;Wallace 84). Since the city degedly founded by Tarquin, upon the literal 

remains of its former inhabitants, was not narned until after the collapse of Roman Kinphip, 



the story of its founding is arnbivalently associated with both the demise of Roman kingship 

and the emergence of Roman Republicanism. Pliny, for example, read it as a portent of 

Rome's funue imperial supremacy, but many Renais- historians beld it to be an omen 

for the decay of Tarquin's power. This may explain, as Robert Hodge argues, the contlicting 

responses reforded in the poem, the foresight of Englands "happy fate" and the ni- 

retreat of the "Architects" (Hodge 126). 

The "happy faten of England is thus associateci with a very spe~ific form of 

republicanism, that of the early Roman ~epbl i c?  Mamell may be following Harrington, 

who identifiai the benevolent aspects of republicanism with the pre-imperid Roman 

Repubiic. Harrington argued tbat the schemes of Lucius Cornelius S d a  and Julius caesar, 

designeci to build up mercenary amies by redistriiuting the estates of citiznis, wmpted the 

'ancient prudence' of the republic, and i n t r o d d  an el- of social ktability that 

crystalliseù into the 'Gothic balance1. Cromwell's role as "Clymacterick," marking the end of 

tyranny within "ail States not free" (cf Margoliouth 302), Mps to define the fom of 

govemment celebrated in the poem as that belonging to the early stages of republicanism, 

Cromwell is praiseci for spreading ll'berty, as Julius Caesar had done by extending 

citizenship to Gad during the latter &ys of the republic, but that praise is qualified by the 

M e r  cornparison of Cromwell to H m i :  "A Caesar he ere long to GaulJ To Itaiy an 

Hanm'bal" (101-02). Hannibal, of course, is the Carthaginian leader who thwarted the s p d  

of empire by enlisting dissatisfied Romans to resist Roman hesmony. To place Cromwell 

in an analogous relationship to England as Hanmi  occupied in relation to M y ,  suggests 

that Cromwell's conception of  'empire' excludes the sort of cultural imperialism &sed by 

the Roman emperors, and tbat Cromwell's actions wiU contri'bute to an English empire that 



supports true M o m ,  as Hannibal helped bring about a renewed respect for the libmies of 

Roman citizenship. Cromwell demonstrates the military dcills of Julius Caesar- but he 

possesses a more advanceci CO- of 'empire'. 

As Blair Worden notes, the finai lines of the Oak, fnmi the Caesar/Clymacterick 

comprison to the end, promote a nationdistic interpctaton of Cromwell as a sort of 

Machiavellian legislator, who can retum the nation to peace. The meaning of the "Sword 

erect/ (1 16) thou& is cryptic. The term hes been recognised as an echo of both Hobbes' 

"sword of war," and of Marchamont Needbam's reference to the "sword udawfiilly efected" 

in his pamphlet, "Case of the Commonwealth of England stated"." E. E. Duncan-Jones 

illustrates the classical element of the refbmce: both Needbarn and Marvell looked to the 

founding of the Roman state as a precedent for Crornweli's aidhorty. The power of the 

sword to fngh??n away the "spirits of the shady ni@," (1 17) Duncan-Jones daims, derives 

fiom precedents fouad in Virgil and Homer. Contemporary translations and commentaries 

on the Aenied and the Odyssey attri'buted magical powers to the swords of Aeneas and 

Ulysses, asserting that "the spirits of the undenvorld fear cold bon" (in Duncan-Jones 173). 

Cromwell's erect sword is necessary, as Duncan-Jones argues, to govern both the worid of 

the living and that of the deaà, to suppress the mernory of the victims of the civil war. 

Robert Hodge elaborates upon the darker element of the swrd: spirits are given corporeal 

form by the sword and made to fear human sources of fear, the political morality of the 

protectorate is thus represented as an inversion of normal moraiity (129). A religious 

transgression is indeeà suggested in the final Iines of the poem The state is spirïtuaily 

bankrupt and in danger of Mling prey to its own absolutism: "The same Arts that did gain/ 

A power must it maintain" (1 19-20). 



Similarly, the ambiguity of Cromwell's status is illuminated in the Fimt Anniversaty 

by the Gothic elements of Cromwell's ostensibly spirituai revival o f  the commonwealth. 

Marvell's adoption of the classical Amphion myth provides a means of identimng 

Cromwell's policies with the wisdom of classicai repubiicanism, equahg Cromwell with a 

figure renowned for his ability to bring people of diverse habits into a harmonious pattern of 

civil Society. Even the Amphion metaphor though is part of the terminology of kingship, 

since that metapbr was a standard device of cavalier poetry. Annabel Pattersods gaalysis 

has iliuminated the complexity of Mameli's "reanimationn of the cavaiièr metaphor (74-7). 

She has shown th& Cromwell's Amphion-like harmonising of mil-, civil, and religious 

order, within an architectural structure, contrasts with tbe stuIt@i.ng endeavour of the 

"heavy monarchs," by which "one Thing never was by one k g  donn (22). The metaphor 

thus appears to endorse Cromwell's "niling Insnumentn (68) as a correlative to the 

republican principles of  "co~lcoràia discors" (Chernaik 54), but it is also suggestive of the 

workings of propaganh of how myth could be used to gloss over wntemprary disputes 

between republicans and govemment (Waiiace 116). The image of  Cromwell's precariousIy 

balanced structure is, indeed, not completely harmonious with the ideal of concordia discors 

On the one han& CromweU's "Cornmon-dth" appean to offèr the promise of a 

spirituai rejuvenation of the Engiish nation, but the edifice is also a precarious means of 

maintaining a statusquo fonn of social stratification: "But the most equal still sustein the 

Heighu And they as P U m  keep the Work upright" (934)? The ambivalence of the 

passage, the question of whether it is intended to pomote the tnily ideal principies of the 

classicai cornmonweaith, or to expose the Onwllian "newspeak" of the pate~torate,'~ is 

manifest in a Gothic edifice. The "upright" structure aspires towards the "Height" of heaven, 



with "Pillan" that appear to be soaring upward rather than sustainhg the weight of the 

"publique Wall," and thus appan to offer a fom of social refom that 'is also a spiritual 

ascent, vis a vis an aesthetic eicpcrience. Luida Brayer-Berenbaum's contention t h  tbere is 

a ~ ~ h e m t  philosophy and aesthetic perspective underlying Gothic Art and Gothicism in 

literature helps to highlight the conelation baween architectud metapbor and social 

comrnentary. The idea that she nads exprcssed in the flying bum~ss d the Goihic 

Cathedrai, where she says, spuitual enlightemnent defies t&e gravity of earthly m a î e d s  and 

"weight gives way to levitation" (52); is similar to the promise of spirituai ascent oEed by 

Cromwell's structure: 

The Common-weaith does through their Centers dl 
Draw the Circumfrence of the pubtique Wd; 
The crosset Spirits hem do tdce their part, 
Fast'ning the Contignation which they th- 
And they, *se Naîure leads them to divide, 
Upbolà, this one, and that the 0 t h  Side; 
Buî the most Equal dill sustein the Height, 
And they as PiJian keep the Work upright; 
While the resistance of opposed Mi.&, 
The Fabrick as with Arches stronger binds, 
Which on the Basis of a Senate fkx, 
Knit by the Roofs Protecting weight agree. 

(87-98) 

Robert Hodge aptly d e m i  the precariously balanced product as a "Gothic cathedral seen 

as a cornpiex and dangerous feat of engineering.." (1 6). Designing a modem social structure 

on the supposed merits of classical republicanisrn surely requires a carenil balancing act 

When properly appreciated, the resulting piece of architecture, it is suggeste4 can help the 

indiviudal realize his civic M m ,  his right to paûcipate in state affairs (see p. 64). 

To ensure the impression of a popaly balanced commondth, Marvell highlights 

the Christian aspects of Cromwell's model. As the Amphion-like foimdcr of The 



'hmonious City," (46) who "animates the whole [nation]," (380) Cromwell brîngs an 

enlightened d e  to England by building the commonwealth upon the heavedy mode1 of an 

'Urbs Sacra'. Samwl Kliger traces this notion to Augumm's City of God, where the 

idealisation of Rome as a nipemely ordered city received Christian support Christian 

fathers, Kliger explains, accepted the prkiples on which imperid Rome based its authority, 

because they saw the benefits of using an earthly orQr as the basis for fomiing a spiritval 

hierarchy. The caucept, as Kliger argues supprts the idea of a Gothic edightenmenf the 

hypohesised transition of autbority extending h m  imperial Rome to parliamentarian 

England 

The Amphion passage disphys Cromwell's statesman skills in accordance to the 

Wrbs Sacra' tradition. The passage is divided ùito two parts, distinguishing "our Amphionw 

(73) h m  his classical foreùear- Robert Hodge unàerstands this division to be a Ramist 

distinction between ideal and mal, but notes tbat MarveU abrogaîes the laws of ~ a m i s n "  

Similarity between Cromwell and Amphion is underlined with the promise made "îo tune 

this lower to that higher sphere," (48) despite the reccignised lack of continuity between real 

and ideal. Cromwell thus adopts Amphion's Thebes as his model, the Wrbs Sacra' for his 

London: "Th'harmonious City of the seven Gates" (M), accordùig to Derek Hirst, dudes to 

both Thebes and London (34). The extent to which Cromwell's motivations conform to the 

spiritual concerns of  his Roman forbear is, however, left open to debate by the Gothic 

structure that links the two figures. 

Fairfax's wnfomity to the Hortulan Saint persona is, likewise, left open to the 

discretion of the reader (see $ V}. Only when Fairfbx fuIfils the patteni of a Gothic revivaf 

and re-institutes a refomiation sensibility, by entnisting Numgpleton to Maria, is bis 



confomity to the Hortulan Saint figure confimed. Fairfax's decision to cede the estate to 

Maria and her new husband is descnibed by way of a georgic conceit that associates the act 

of marrying a daughter with g d  husbabdry: 

Hence She with Graces more divine 
Supplies beyond her Sex the Line; 
And, like a @g of Msleto, 
On the F d b ü a n  Oak does grow, 
Whence, for some miversai good, 
The Priest shd  cut the sacred Bu& 
Whiie her glad Parents most rejoice, 
Ami make their Destiny their Choice. 

(St- Lxxxxm) 

Fairfax's Roman qualities, inherent in his Hortulan Saint characteristics, corne to m o n  at 

this moment- 

$ N - "Twas no Religious House till now" Belatedness 

The Roman attributes that both Fairfax and Cromwell express in their rejuvenation 

of the English nation evoke a narrative pattern of belatedness, whereby the benefits of 

Roman genius appear to be reaching fiuition oniy now, through the present action of these 

men The efficacy of Fairfax's 'tilled conscience' upon the Eaglish nation, for example, is 

oriiy Mly disclosed when the Gothic history of the "wasting cioister" is recapitulaîed 

Fairfax's adherpnce to the classical d u e s  of otiw fostm the growth of leamhg and culture 

wiuiin the garden of Nunappleton. Since Nunappleton is a microcosai for "that dear and 

happy Islel The Garden of the W d d "  (321-22), England stands to benefit h m  the 



imminent harvest there - the mamiage of Maria: "knowledge only could have fiIl'& And 

Virtue al1 those Furrows till'd" (735-36). The "Discipline severe" (721) that Mary Fairfax 

receives within the "Domestic Heaven" (722) of the estate nirrtures the development of her 

language skills and promotes the growîh of the Engikh langage hto the language of 

empire: 

She counts her b u t y  to converse 
In al1 the Languages as hem; 
Nor yet in those hers self iinployes 
But for the Wisdome, not the Noyse; 
Nor yet that Wisdome wouid affect, 
But as 'tis Heavens Dialect (707-12)~ 

Hope for a providential endorsement of English culturai suprernacy exists dongsiée 

anticipation for the bits of Maria's education: 

Whence for some universal gooâ, 
The Priest SM cut the sacred Bud; 
WhiIe her @ad jurents most rejoice, 
And rnake theu Destiny k i r  Choice. 

(74 1 4 )  

As George Lord points out though, the narrator's praise of the Fairfaxs' detemination to 

align their "Destinyw with their daughter's "Choice" is disrupted by a recoliection of the 

family history at this crucial moment: 

Mean time ye Fields, Springs, Bushes, Fiow'rs, 
Where yet She leads her studious Hours, 
(Till Fate her worthily translates, 
And fïnd a Fairfàx for our Thwaites) 

(74548) 

The allusion to William Fairfàx's rescue of Isabel Thwaks h m  the compt cloister, at this 

moment of anticipation coucerning the fuhire of both the Fairfâx line and of England itself. 

suggests once ajph an equation between William and To some exteut, William's 

moral victory over the nuns is only fûiiy realised in the present moment of the poem: " 



'Twas no Religious House till now". As Rosalie Colie notes, time is "pleated" (254) in the 

dissolution of the cloister, William's present teme actions dominate, and the events of the 

past spiIl over into the present: 

At the demolishing, this Seat 
To Fairfax fell as by Escheat 
And what both Nuns and Fouaders wïli'd 
Tis likely better thus fiilfiU'd 
For if the Virgin provtd not theirs, 
The cloyster yet remaineci tiers. 
Though rnany a Nun there made her Vow, 
Twas no Religious House tili now. (st XXXV) 

With this pattern of belatedness the bits of FairfaXian "conscience" and yeam of resisting 

prelacy are only M y  realised in the present actions of Thomas Fairfax 

The narrative pattern parallels the methodology of such contempmy historians as 

Richard Verstegan, John Speed, Samuel Daniel and Hemy Splman By representing the 

resistance to monarcbical auihority that pRsiQd in the eariy seventeenth century in tenns of 

a "translaîio imperii ad TeutonicosH these historism couid wnceive of respect for Saxon 

traditions as a latent quaiity of Teutonic liberty mw expresshg itseK The logic of these 

"gothicists" suggests that contemporary opposition to monarchicai privilege was sirnply the 

belated expression of cenain Teutonic traits, ppr~sent withui the d v e  Englishman since 

"time out of r n i ~ ~ d . ~ ~  The Fairfaxs' aiignment of " k i r  Destiny" with "their Cboice" vis a vis 

the Horatian endeavours of the retued Husbandman, is simply the belaieci expression of the 

"conscience" displayed by the Faidax ancestors, especially t h  of the refonnation hero - 
William Faufax. Likewise, Cromwell's "forced Pow'r" is presented in the Ode as the belated 

expression of Roman ~e~ublicanisrn.~ 

A similar effect is produced in U p n  the Hill and Gmve at B i l l - h m .  Fairfàx's 

martial ferocity rernains aident there long a h  his retirement, and his mil& si& is made 



equally evident within the battles of his younger &YS thanks to the lingering ghosts at 

Bilbrough. Although the gaie and the ghosts of Bilbrough seem h e d  within a natural 

setting, the "Plump of aged Trees" is in fact part of the poet's artifice: 

See how the arched Earth does here 
Rise in a perfect Hemisphere! 
The stiffest Compass wuld mt strike 
A Line more circular and like; 
Nor softest pense1 draw a Brow 
So equal as thïs Hill does bow. 
It seems as for a Mode1 Laid, 
And that the World by it was made. (st 1) 

The precise interpretation of Fairfax's poster@ is, moreover, still open to interpretation, 

because the poet's artfully constnicted "CivicL Garlands" (69) form the "Bra~~hes" (70) of a 

living monument: 

Only sornetimes a flutt'ring Breez 
Discourses with the breathiag Trees; 
Which in their modest Whispers riame 
Those Acts that swell'd the Cbeek of Fame. 

( 6 W  

The dominance of the present tense here suggests that the cunient discussion of F&ax's 

previous actions is responsible for reforming those "Acts" into a pattern of "Civick 

Marveil indeed uses belatedness to underline the significance of the readeis 

response to poetry and fiction, with respect to the outcorne of history. The ernphasis in the 

execution scene of the Ode, for example, is on the medïation of the event The theatrical 

metaphor of the "Tragick Scaffold," with its distinction between '"the Royal Actor" and the 

spellbound "anneci Bands," emphasises the dynamics between spectacle and o b e r .  The 

narrator distances hunself h m  the event and aligns his perception with that of the reader 

when he places it in the past and renders it subject to mernory: "This was that mentorable 



Houd Which first assuid the forced Pow'r" (65-6). The theahcal metaphor is a scene 

consmicted h m  memory and it selfansciously fecognjses the power of its own art to 

The poet who eulogises Cromwell after his death also records the influence that the 

reader has upon the stnrturr of the poern and so upon the legacy of its subject: 

Yet dwelt that greatnesse in bis shape decay'à, 
That still though dead, greater than death he lay'd; 
And in his dter'd fàce you somethmg fâigne 
That threatens death, he yet will live again (257-60) 

The culminabon of England's Gothic heritage within the legacy of Cromwell is thereby 

presenteà as malleable and still open to -on; England's Gothic hicnfage only cornes 

to fidl realisation in the present moment 

5 V - Into the "Abbyss:" Deferring to the Reader's Response 

As a spectator of Cromweli's ûagedy in the elegy, the reader is empowered with the 

ability to determine the legacy of the man, the extent to which Cromwell's presence wiil 

linger within British history. Before making a final judgement on Cromwell's place in 

history, though, the d e r  is asked to examine Cromwell through various artistic mediums - 
theatre, sentimental fiction, myth, perspective painting, etc. The extent to which Crornvdl 

wiïl actuaily "obscure the Fables 014" surpass the accomp1ishrnents of King Arthur, and the 

holiness of E d d  the Confesser (cf il. 175-78), will ultimatP!ly be determined by each 



individual reader. The poem thus speaks to what Annabel Pattefson identifies as Marvell's 

particular interest in the difficulties of producing public iconography. 

As Donald Friehan observes, Marvell demaads tbat bis reader "seen the object of 

his poetry, more firequently ttiao any of the patr with whom he is usuaüy cornparrd 

Friedman notes thaî Marveli tieqiiently ttuns the reader's attention away nom die speaker of 

his poetq and towards an artistic display, thereby challenging the reader to examine his own 

preconceptions about how he sees the abject/ subject (313). In the elegy, the reader is 

indeed, forced to consider the relationship between his understanding of Cromweii's 

historical importance and the image of Cromwell appearing before his eyes. Just as death 

alters the physical appearaace of Cmmweii, so does it affect the readeis inkqmîation of 

Cromwell's legacy. The change in perspective is highlighted by way of a cornparison, 

previously aiiuded to in the Ode, between Cromwell and an oak tree." The image now 

appears through the perspective afKorded by Cromwell's death: 

Not much unlike the sacred oak, which shoots 
To Heav'n its branches, and through earth its mots; 
Whose spacious boughs are hung with trophies round, 
And honour'd wreaths have ofi the Victor crown'd 

* 
The tree ere while foreshortned to our view, 
When fail'n shews taller yet than as it grew 
So shall his praise to after times encrease, 
When buth shall be allow'd, and faction cease, 
Andhisownshadows with him Ml.... 

(26 1 -64; 269-73) 

The painterly technique of perspective is represented here as both potenrially deceptive and 

insightfûi. The original foreshortenhg is misleading with regard to Cromwell's stature, buî 

the observer can use his biowledge of pmpcaive to meke the appropria* CO-011s. The 

eye, Marvell explaias, aâheres to the laws of perspective too nadily, and a consciois mental 



effort is required to account for the distorting effm: "the eye/ Detracts from objects than 

itself more high:l But when death takes tbem fiom that env'd statej Seeing how littie we 

confess, how greate" (273-77). The scientinc exacbiess tliat could be achieved with 

perspective painting in the age of the new science was not without its paradoxes. Uarrell 

was aware, as Dodd  Frieâman has shown, of the discrepancy between w v e  painting 

and contemporary discoveries in optics, which proved that the image reflected on the eye 

was in fact a minor image of the object in the outside wodd Given thè newfound 

correlation between the inside of the mind and extemai d t y ,  artmiers of art must have 

wondered how it is that the sanie object can appear so diffefetltly h m  diffetetlt 

perspectives. In the elegy, of course, Marvell is interiested in praising contradictory aspects 

of Cromwell., charactet, the gentleness and rmignanimity of Cromwell, dongside his 

military prowess: "What prudence more t h  humane did be neeâ/ to keep so deare, so 

diffring min& agreed?" (21% 18). By using the metaphor of pahtedy perspective, Marveii 

provides the reader with lmowleâge of the diffaing aspects of Cromwelï's ckacter,  and 

with a means of uniting those f-s within a singie abject/ subject 

Fairfax is also admired for combining dissirnilar features: "Nature joùied dissimilar 

things under one mastern (Epigram on Two Mountains, 14). Like Cromwell, Faidax 

possesses qualities of both the Hortulan Saint and the Roman wanior, and how well he 

balances these contrasting features is once again left to the reacEeis discretion Fairfàx 

ostensibly bridges the two by carrying on the "sport" (285) of husbsadry initiated by his 

ancestors at Nunappleton, tending to the "imaginary Forts" of his garden instead of to 

England's actual "cinque ports" (349-50). The p i s e  e f f i  that FaiWs horticulhaal 

"Bastions" have upon English hisîory is, however, descn'bed in very ambiguous tenns. As 



Patsy Griffin explains, it is impossible to detemine whether the "sight" that defeats the 

auîocratic forces of prelacy in stama XLVI belongs to Fairfax, the aarrator, or to the reader 

The sight does h m  these Bastions ply, 
Th'invisible Artiiery; 
And at proud C a w d  Castle seems 
To point the Battery of its Beams. 
As if it quamll'd in the Seat 
Th'Ambition of its Prelaîe great. 
But ore the Meads below it plays, 
Or innocently seems to gaze. 

In a poem where visual acuity is a crucial means of discement aad the eye a mode1 of 

virtue - "where not one object can corne nighl But pure, and spotless as the Eyen (725-26) - 
such an empbasis upon the subjectivity of vision is a signifiant deference to the reader's 

This açquiescence of authority provides an appropriate transition to the meadow 

"scene," where the narrator is least in control of the narrative. Both the naturai and social 

elements represented on the Meadow are in constant flux: Grasshoppers - a traditional 

symbol for Cavalier soldiers - appear as giants; the lowly mowers "dive" through the 

meadow and "bring up Flow'n so to ...Pr ove they've at the Boüocn been" (h XLWI), 

thereby effecting a social revolution; next, the m o w a  take "comrnand" of the meadow with 

a warlike derneanour that echoes both biblicai and Roman histories, maaacruig the gras as 

though it were flesh, while simultaneously acting out pastoral rituals; this çonfiising scene is 

repainted according to the artistic priaciples of Wiliiam Davenant, whose "Univasal Headn 

(456) is made the focal point of yet another 'tromp l'oiel'? The chaotic intransigence of 

things on the meadow subverts the narraîofs atternpts to impose even a theairid-like 

progression of order through a d e s  of tableara Instead, the "Eugines strange" (385) of the 

poet's own art create a series of images, identifid by R d i e  Colie as anamorphic and 



catopric images, that highlight the theme of deformation. The reader* Colie notes, is required 

to exert a mental effort to bring things iato focus. The task is awpiicated by the complexity 

of the historical resonance that the images contains. The dispersing of the grasshoppen 

apparently achieved by the actions of the mowers and the Lereilen pvides a M y  

straightforward allusion to tbe recent civil wars: the cavalier soldien are overcome by the 

seIf-empowered forces of the new mode1 -y. To çome extent the biblical irnagery* 

especiaily the Israeliîe cornparison, can be fi- to this -on, since the 

hdependents frequently presented themselves as G d s  chosen people. That association 

ttiough, is troubled by the outcry of Thestylis, a stock figure fiom pastoral poetry, who 

speaks out to question the poet's diction: "he cailtd us Israelites" (406). The suppoded 

idenbty amongst the Israelite, Roman, and Pirritan figures is finther troubled by the fact that 

the pastoral-like activities on the meadow auI ta poduce the appropriate nuits: When at 

their Dances End they kiss j Their new-made Hay nat sweeter isn (43 1-32). The fluidity of 

the visual imagery, and the difficuity of fitting it to historical reality is e m b i d c  of the 

mental processes required to comprehend Fairfax's situation 

Unclear and distorteû visual images within Marvell's iconography si@@ the 

difficulty of representing figures who portend a reintegration of classical otium with Puritan 

values, the military mentality of the New Mode1 Amy, and the exactness of the New 

Science. Atîernpts to communicate the spiritual revival that Cromwell and Fairfax 

foreshadow are hinQred by the apparent contradictions of the diverse elernents they 

combine. One means of aüowing the reader to acco~~modaîe for these distortions is to use 

an emblematic stmctm. Emblems served as a focal point for the Ur P i m a  Poesis &baîe as 

it was played out in Europe during the Renaissance, and therefore* pmvided a context in 



which to consider the cause of visual anomalies. Unlike symbols, emblems require a 

continuous negotiation of the relationship bewen the object and that which it sigrdies, and 

thus, permit the reader more influence in the act of interpretation As Ruth Wallersteiu 

observes, emblem poems are like "meditative exercises, usefiil in fixing tnie opinion upn 

the imagination" (161). The process resuits in a Gothic style in the Cromwell and Fairfax 

poerns, not only because it pennits the reader to combine the Roman quaiities of  these 

figures with the Puritan-wanior-saint a ü r i i  that they possess, but ôecause it is a p o o ~  

that depends entirely upn the individual imagination and cannot be strictly regulated. Lord 

Shaftesbury thus complained that the ernblems of the lp centwy were "ruagical, mystical, 

monkish, and Gothic" (in Freernan 17). 

Marveii was fully aware of the anomalies that emblems were prone to produce, and 

he draws attention to the distorting effect when he moves £hm surveying the gardens at 

Nunappleton to the meadows. The previous garden scene is cumpleted with an emblem that 

neatiy ties Fairfax's conscientious retirement to the religiosity of his ancestors: "Conscience, 

that Heaven-nursed Plant.. . Flowers eternal, and divine,/ That in the Crowns of Saints do 

shine" (355;359a0). Upon turning to events that resonate with more reçent history, though, 

the efficaçy of Fairfax's husbandry becornes less certain The "sight" afiorded by Faïrfàx's 

"bastions" rnust, therefore, "playn over the sea-like meadow 

And now to the Abbyss 1 pass 
Of that URfathomable Grass, 
Wh- Men like Grashoppers appear, 
But Grashoppers are Gyants t h e :  
They, in there squeking Laugh, contemn 
Us as we walk more low then tbem: 
Anci, h m  the Precipices ta11 
ûfthe green qnis, to us do dl. (st. XLVII) 



Social interaction is chaotic here, and disceming the influence of a jwticuiar group, let alone 

an individual, is n d y  impossible. Marvell's conttemporaries did use grasshoppers to sipi@ 

a particular group - cavalier soldimn - but the iconic representatim is so distortcd bere that 

the insects are bare1y mgnîzable. An allusion to the g m h p p m  m g  in N u m h  

(13:33) bas, nonetheless, beea irhwiedged (Margoliouth 285). Interestingiy caough, the 

designation of grarshopper status in the biblical text is àependent upon a shared perspective: 

"and we were in our own sight as gmshopper, ami so we were in their sight". Yet anotha 

diusion, to which visual art theory is even more signifiant, has been identifid in Alciaîi's 

emblem, ''Nothing lefY (Men 135). Alciati builds upon a commoa analogy, datuig back to 

an ancient Greek poet, by using the image of grasshoppen to illusüate the destnictiveness of 

a military invasion (see fig. Ow). Mawell's "giantw grasshoppers indicate an obviously 

exaggerated significance attached to the e£lktcy of these figures. The distortion may also 

reflect, however, the âifliculty encomtered by the poet in his attempt to reprrsent receat 

historical events by way of an embleozs8 

As is generally true in Marvell's poetry, so too do the aesthetic issues here have 

political significance. One of the more distirrbing effects caused by the v i d  ammaly is the 

politically threatening image of the contemptuous grasshoppexs, lmming over the figures on 

the rnead~w.'~ The sense of hopelessaess associated with the physical plight of Alciati's 

farmers is transformeà, here, into a sociogditical situation 'Ibe %en vs. "îhem," "lown vs. 

"tail" polanties of staripi 48 suggests frustration over a rigid class muctiirr that gives the 

grasshoppen an apparent advantage on the battlefields of the meadow. H o p  is ciesforeci, 

d e n  the meaüow is metaphorically flooded and the social hierarchy dissolved: "Men 

through this Meadow Dive" to "rise dive" and empowered, bruiging up "Flow'rs so to bc 



seen,/ And prove they've at the Bottom ken" (st. XLVIII). The fluidity of the landscape has 

spirituai meaning, as weU as politicai and aesthetic importance. 

GeofEey Hartman bas demonstrated the thematic significame of Christian Hope 

within Maweli's poetry, especiaiiy in its emblemotic repe~entations.~ As Hamnan notes, 

the reference to the "Flesh unîimely mow'd" in stanza 50 alludes to the biblical idiom that 

"al1 flesh is grass" (Isa 40.6), but the proleptic 'massacring' of the gras suggests the 

inversion of the biblical text, i-e. 'all gmss is flesh'. The suggested union of the bodies of 

man and nature provides an emblem of hop. According to lihûmm, this is a specific fom 

of emblem - the rebus - which Marshail Grossman (1988) has show to be particdarly 

relevant to the treatment of Fairfax's retiremennt in Appleton Home. The rebus, Grossman 

explains, invites the reader to reinterpret the text of a poem in iight ofa secundary spintual 

text, that glosses the imagery of îhe The process thus mimics t& eschatologicai 

pattern of inteqretation, deferring the meaning of a given image imtü it is restored to the 

entire narrative, with consideration for both past (history) and future (pophecy). The killing 

of the rail in stanza 50, for example, appears at fïrst to provide an instance of one of the 

sacrificial victims of the civil wars. Wben the biblical saying - "al1 flesh is gras" - is 
recaiied and the image is rethought, though, the reader recognizes the mowers' swinghg 

scythe and its innocent victim to constituîe an emblem of hop, whïch promises the 

redemption of man through the body of nature. This comforting synthesis of history and 

Christian hop is reinfod by the prior cornpison of the mowers to Israeliîes (389). 

Thestylis' outcry in the following stanza, however, mates doubt over the ostensible 

beneficence of the mowers' actions, doubt about tbe validity the emblematic hope- Rosalie 

Colie has noted that Thestylis' speech draw attention away h m  the trageûy of the rail, 



away fiom the victims of the civil wars, and forces the nanator to retum to the biblical 

imagery (2 13). Cofl~equently, the reada is bombarded with diffiacted images of the rail, as 

the narrator attempts "to maice his saying tnie," and altas biMical prophecy so that "Raiis 

rain for Quds" (48-09)- The emblem of bope that the riarrator had built up armd the rail 

is quickly iransfomed into a nightmsrish reminder of the blood shed duruig the civil wars. 

The d e r  is, in him, forced to reconsider the validity of the mower-Ismelite cornparison, to 

question the religious dimension of the InAeperdents' actions. Such consiàerations d e c t  

the decisions that Fairfax was k i n g  wfien asked to defend the Independent cause fiom a 

possible Presbyterian invasion (see p.22). If the civil wan caowt be so easi1y f i d  to 

providence, as £kt appeared possible, thai perhaps retirement fiom the political sphere is 

justifiable. The namator raisesthis possibility wben he asks w k e  the "Unhappy Birds" of 

the meadow can £hi retùge: 

Unhappy Buck! Whaî does it boot 
To build below the Grasses Root; 
When Lowness is M e  as Hight, 
And Chance o'reîakes wtiat scapeth spight? 

(409-1 2) 

By seeking refiïge for these "birds," whose sacrifice was previously a means of achieving 

redemption, the nacfator exposes the extent to which he had been mislead by the emblems of 

his own art. The distorted imagery and shiftuig perspectives of the meadow scene help to 

bridge the gap between the perspectives of narrator, reader and subject 

On the literal level of the narrative, the narrator avoids deliberating upon Fairfàx's 

retirement by retreahg into the woods of Nunappleton: "Let other tell the Paradox ..." 

(473). His encampment in the "gmm ark" of the woods, howver, serves as somewhat of a 

foi1 for the type of retiramnt that Fa* may have k e n  d a n g d y  pirsuing.6' In h i ~  



endeavour to find "sanctuary" (482) within the "growing ark" (484) of Nunappleton, the 

narrator adopts a very narrow, eschatological perception, atterapting to find r a p t i o n  by 

Iiteraüy becoming one with nature. Assuming the role of "easie Philosopber," (561) he 

claims the mystical powers associated with Hennes TrismegisniS. the ability to 'confer" 

(562) with the "Fowles" and "Plants" (564) of the created worid Echoes of Milton's 

melancholy narrator from II Pemeroso resonate mat strongly at this point:62 

Or let my lamp at midnight hour 
Be seen in some high lonety tower, 
Where I may oft outwaîch the Bear, 
With thrice-great Hernies, or unsphere 
The spirit of Plato to unfold 
What wods or what vast regions bold 
The immortal minci tbat haîh f o m k  
Her niansion in bis fleshy nook (85-92) 

Where Miiton's melancholy nanator fin& philosopiilcal and spiritual fulfillment, though, 

Marvell's narrator discovers only a poor copy of universal knowledge. The solipsism of the 

narratofs Hemetic practices is revealed wben he haphazardly applies an eschatological 

fhnework to his emblematic conception of nature: 

Out of these scaîteid Sibyls Leaves 
Strange Prophecies my Phancy weaves: 
And in one History consumes, 
Like Mexique Painttings, al1 the Plumes. 
What Rome, Greece, Palestine, ere said 
1 in this light Mosaick d 
Thrice happy he who, mt mistook, 
Hath read in Natures mystick Book 

(St waan) 

Despite the seeming h x b m  of  the narratofs imaguiation, his fancy is, in fact, restricted by 

the eschato1ogical tenants of Neo-PIatonimi. The stanza parodies Hemetic mysticism by 

revealing the contradictory nature of a claim to universal hwledge that is achieved by way 

of a "light Mosaick," and by emphasizùig the possibility of misinterpreting 'Naturc's 



rnysticW mistmk Book'. The pt's erroneous ways are revealed in part through his 

emblematic interpretattion of the naturd world The nightingale, the stockdoves, the stork- 

like heron, the "hewel" and the inverted tree are al1 conceived by the oarrator as emblems 

with specific, k e d  rneauings about the pmper orda of &mestic lSef His suppoded 

rnastery of l'Natures mystick Bookw aiso parodies the methods of conternporary mttud 

philosophers, rnany of whom beiieved that when studied in this way, the created world 

provided spintual dghtenment.' The orrrator's Wure to achieve seif-enligtiteameot in 

the woods exposes his emblematic reading of nature to be an ï m k p t e  means of achieving 

redemption. The absurdity of bis methods becornes obvious when the spiritual euphona he 

claims takes on masochistic and onanistic mertones: he asks to be bomd, tied, c h e d ,  

nailed, and staked down, so that he "may never lave this place," and althou& the meadow 

subsequently appeam "kher" and "moister," "no serpent new ...&mains behind" (st, 

L X X W - L ~ . ~ ~  

The self-assured tom of the "easie philosopher" is undennined by the nanator's 

failure to discover a sanctuary that is anything more than an escapist fmtasy. And, as in any 

fantasy, the danger of loosing one self is prevalent It is extremely dificuit, as Rosalie Colie 

has noted, to distinguish in the woodland scene btween the "1" of the narrator, the objective 

"Eye" (497) that surveys the landscape, and the "Thrastîes shùiing Eyen (532), to distinguish 

between the namitor as presenter, as spectator, and as actor (267). As he descends passively 

into the naîural worid, the narrator neglects the crucial issue of how art and nature should be 

reconciled with universal design, how to adapt action and/ or contemplation to providence. 

Tnstead of attempting to accoiunt for the uniqueness of the perspective afforded at 

Nunappleton, he subjects his imagination to the prescriptions of his emblwatic perception, 



and allows himself to be "embroyder[e~" by his own "mask," metarnorphosed by his own 

ernblem: 

Aad see how Cbance's beîîer Wit 
Could with a Mask my snrlies hit ! 
The Oak-Leaves me embroyder dl ,  
Between which Cattrpillars crawl: 
And Ivy, with Euniliar trails, 
Me licks, and clasps, and d e s *  and hales. 
Under this d c k  Cope 1 move 
Like çome great Prelate of the Grove. 

(a waan) 

The poet is thus subjected to his own "prela!eW-like dousnes, in the same manner that the 

hypocriticaî nuns "remain the world ~itbout"(99).~ Both the decepive arts of the nuos a d  

the transparently enonenus interpretations of the encamped poet threaten to contain 

individuals within their own artificd mnstnicts. Both systems of artifice prove sterile and 

barren in contrast to the fecundity of Fairf8x1s practiices.67 Like îhe sycuphantic arts of the 

nuns ("'And thaî which perisht M e  we pull/ 'Ts thus preserved clear and full" (175-76))* 

the Hennetic practces of the poet lu11 hùn into a false sense of ontological security: Wow 

safe, methinks, and strong, behindl These Trees 1 have incamp'd my Minci" (60 1-02), 

The narrator is, of course, shocked out of his moral and physical lethargy by the 

ghostly perambulations of Mana, and her awesome affect upon the natiiral wotid: 

But now away rny Hooks, rny Quills, 
And Angles, idle Utensils. 
The young Maria walks to night: 

* 
Sec how loose Nam,  in respect 
To her, it self doth recoiiect; 
4 * 
The rn& Halcyon cornes in si@, 
Fiying betwixt the Day and Night; 
And such an honw cairn and dumb, 
Admiring Naître does benum. 

(649-S0;657-58;649-72) 



ûnly Maria possesses the power to make Nature "recollect" itself to the pnnciples of Art 

displayed at Nunappleton ("Nothing cwld make the River bel So Chrystal-pure but only 

she" (693-94)), and so, only she can denote Fairf8x1s praiseworthy combination of 

contemplation and action. The ciarity of vision that she brins to the "lesser World" of 

Nunappleton has repercussions for how tbe nanator sees himself: by praising the Mrtues 

(purity, straightness, faims, etc.) thaî she b ~ g s  to this rnicrocosm, he situates hirnself 

within the rnacrocosm of worldly politics. Maria's virhits are English A.otestant virtrses. She 

is the cynosure of naîive culture. She "counts" (708) her beauty in ternis of the intellect that 

enables her to speak "ail the Languages as hm," (708) to subsume aU languages under the 

banner of "Heaven's dialect" (712)." The destiny that is ensured by the Fairfaxs' provision 

for their daughters' educaîion and k i r  decision to cede the estate to their âaughter, is the 

fulfihent of the providentid plan that will ostensi'ibly retum England to its pre-lapsarian 

garden status (st XLI). By adapting his role to @se the superior wisdom of Maria, the 

narrator is emphasizhg the decisive functon of his patrons in defmding England h m  

-y, i.e. Thomas' continuation of the providential pattern uiitiated by William Fairhds 

rescue of Isabel Thwaites. 

hhrshal Grossman (1988) explains how the poet's amphiian-like mediaîïon 

between diachronie expen-ence and providential, synchronie design, pictorial description and 

verbal explanation, àramatizes a realizaîion that the self is both a particip.nt in and a p d u c t  

of language and history. The distuictioa between the poet of the poem ami the poet in the 

poem, Grossman argues, signifies an awareness of the need to participate in the a d o n  of a 

structure that forrns the self but does not comain the self (20546). One of the implications 

of the discovery that subject-hood can b t h  create and be creatcd by literary expsience is 



the reader's awareness that Fairfax too is an entity whose characteristics cannot be presented 

as objective reality. Sincere praise of Fairav<'s response to the demands placed upon him 

during the civil wars is therefar~, most effkctively achieved by placing the reader in a 

analogous situation k u g h  the use of prspctive, and emblaas, Marvell defers his prak 

to the response of the reader. 

The same method of praise can be found in the Cromwell poems. The ambiguity of 

the final lines of the Ode has been discussed in tenns of Cennsûy @.16), and in ternis of 

MachiaveUian iconography and ambivalent classical associations (p.42). What was not 

previously mentioned, though, is thai the connicting c o ~ ~ t a t i o n s  of Cromwell's "erect 

Sword" (a harbinger of military dictatorship, W o r  of peace enjoyed under an expansi*onist 

impenal leader) correlates with contemporary emblems of swords Bruce Lawson has noted 

how one particular ernblem (see fig Two), contn'buîeû to a culturai context in which 

Cromwell was cntiqued for the machiavelhan traits rdected in his motto - "Let peace be 

won through war" (in Lawson 67). The ernblem, inQeed, presents the sword as a necessaq 

instrument of both war and peace, a necessary "double-guard" (15) that should not be 

discarded despite its fnghtenïng effècts: "Let not the Sword-rnan sleight the pow'rfull 

Gownej Nor Gowne-men cast the sword out of their Towne/ Because it tenifies, or 

draweth Btood" (17-19). The conceit echoes Mamell's reminder to Cromwell thai, as the son 

of "Wars and Fourtunes," (1 13) he must keep his "sword erect" (1 16) because of its power 

to "fright/ The Spirits of the shady Nightw (117-18). Whahcr Cromwell's sword wi11 

function merely as a symbol - invokhg fe~r in the Presbyterians aod thw kindred spirits - or 
as an actual device of rnilitary force is undetermineci by the poet The reaàer is exposed to 



both possibilities through the emblematic prpsentation. The signifiwice of Cromwell's 

sword is thus left to the discretion of the feader. 

Sunilarly, we have noted that in tbe AnnNersq ambivalence about Cromwell's 

protectorate govertunent is displayed ia the image of a Gothic cathedral (p. 37-8). The 

soundness of the stniçture, which balances "crossest spirits" (89) into a unïted "Comrnon- 

wealth" (87), depends upon Cromwell's keystone M o n :  Fabrick as with Arches 

stronger binds/ Which cm the Basis of %ma& nreJ Knit by the Roofs Protecting weight 
* 

agree" (96-8). John Wailace tecognizes an allusion here to coatempofary ernblems that 

represented mo~liirchist vmioas of &ed state theory by compming sovereignty to the role 

of the keystone (1 1 7).69 The extent to which Cromwell's pmtectorate man%êsts the hamony 

of an ideal mixed-state is thus deperxient upon the reader's uaderstaading of such emblems. 

The pM of the Anniversury highlights the influence of tbe pictond medium upon 

interpretations of Cromwell when he uses his "slrilful loomsw to weave a tapestry depicting 

Cromwell's nearly fiital accident in Hyde Pak nie luminosity of the tapestry affécts the 

reader's perception of tbe incident, and the way tbat Cromwell wdl be remembered: 

Let this one Somw interweave among 
The other Glories of our yearly Song. 
Like skilfid Looms which through the costiy thred 
ûfpuling Ore, a shining wave do shed: 
So shall the Tears we on past Grief employ, 
Still as they trickle, glitîer in our Joy. 
So with more M m  we may be Tm, 
And speak as of the Dead the Fraises due. 

(1 81-88) 

poet is himself -ed away with his owa fiction and mistrkenly takes Cromwell for 



The delusional affects of art impinge upon the poet hiniself, IeavÏng the reader uncertain of 

her relationship to the object 

When the a>aching incident is iecollected again, following the invective agakt 

those who rejoice at Cromwell's near fa11 - the "chammish issuew (293) - the reader is 

provided with yet anodier perspective. The populist response to Cromwell's near fall, 

satirïsed by the exaggeraîed trembling of the Quakers and the "fhii.ing-sicknessw (304) of the 

Fifth Monarchists, is r e d d  to b a h s  when it is compered to the sorrow of "first Man" 

upon the setting of the Sun. The cornparison acts as a sort of corrective of the Iiteraiisrn of 

sectarian henneneutics. Sectarian ranting as to the portent of Cromwell's fall is repesented 

with a Gothic darkness that underlines their dubious motivations: 

So when f'irst Man did through Che Morning new 
see the bright Sun his shining Race pursue, 
Al1 &y he follodd with u n d &  si& 
Pleas'd with that other World of moving L i e  
But thought him when he miss'd his setting bearns, 
Sunk in Hilis, or piung'd below the S-. 
While dismal blacks hung round the Universe, 
And stars (Idce Tapers) buni'd upon his Hem: 
And Owls and Ravens with th& screeching noyse 
Did make the Fun'rais sadder by their Joyes. 
His weeping Eyes the dolefiil Vigils keep, 
Not knowing yet the Night was made for sleep. 

(325.36) 

By misreading the book of nature, taking the setting of the sun to signifi de& and by 

revelling in an inappropriate fiuieral axemony. the secîarians ~ v e d  the morbid nature of 

their religion From this point of view, indeed, "their Religion only is to Ml" (302). The 

Gothic elements of the passage, "the dismal blacks hung round the Univemen and the 

"screeclüng noyçe" of owls and ravens, serve as tht bask for a hyperbole that r e m  



sectarian sanctity to the level of the bathetic. Once again the historical incident of the 

equestrian mishap is r e f o d  by a specific aesthetic perspective. 

These saîiric liws also echo aaotber important histoncal event, and show how it too 

is subject to popuiar reception Patsy GriGnffin notes sn unQniable resonance baween 

Marvell's satire and the prophecies made in the Eibn  Baszlike for the revival of Charles' 

reptation: "like the sun (after owls and bats have had their fkdorn in the night and darker 

times [it shall] rise and CeCover itseif to such a degree of sp1endour as those feral birds shail 

be grieved to behold.." (in Griflin 13 1). The incident thus satirises the proposed revivai of 

royalist support His satine images provide an altemative intexpretation of history h m  tbat 

found in Eikon BasiIiKe. By creating tbis aiternative b m  a revision of his own imagery, 

Marvell provides a demonstration of how the imagination and literary imagery affect the 

recording ofhistory. 



Chapter Two 

"In Quick Effigy :" Adrnonishing h g e r y  in The LaH Instrt~:fiom 

Despite the t h o m u ~ s s  with which The Lusf Instnw:tio~ss to a Painîer har been 

-di& some difficulties remain with regard to apperrnt cunflicts betwan the aesthetic 

pinciples of the poem anâ its politics. ' It is the pirpose of thû chapter to suggest tbat the 

poem is itself a heuristic, through which Marveli E ~ S  aad bis @tics- 

Marvell's use of the 'advice to a pauiter' genre, in satirical imitation of Edmund Waller's 

Imrmcrions ro a Painîer, provides a series of g r o t e ~ ~ u e ~  honishiag images- His ~layful 

adaptation of the 'Ut Piauni Poesis' tradition allows Marvell to suggest that cornpiion 

within the state administration is, in fact, perpen\ated by the flawed artistic m i p l e s  

favored at coiat2 Marvell's grotesque po- arc disairbing, 1 Wam to SU- becauJe 

- - 
they threaîen to take on a life of their own in their Qtemunaton of state policy.3 III OIE 

sense, 1 shail argue, MarveU's poem is a satirid exaggedon of Wailer's observation that 

"Fury and art produce effects so strange/ They trouble nature and her visage change" (1 19- 

20). By conceiving of Marvell's grotesque imagay as part of a larger ûothic discourse, 

entaiiuig the uncanny and various configurations of naîional ideatity, it is possible to outline 

a satirid structure that allows Marvell to render Party distinctions pbtemtic  in order to 

clear a -ce for the expression of an individual conscience - his and ours. 

Like the ''mtique bkters" (9) invoked in the Poe- -11 satim to address 

maners tao deliate for other foms of commentary, -ely the cau~al u>-on hem 

the ~ e ~ e ~ i t Y  of court and tbc susce@bility of E n g i d  to fore@ i n ~ g u e - 4  

the mcient masters of satire, Marvell exposa elemenf~ of- wie 11 M e s  of 



preposterous accusations. He also follows the naditional view ihat satire is a means of 

alleviathg social ills.' The poem provides the king with a visual ai4 explicitly compared to 

contemporary inventions within optics, and designed to put the cornipiion at court in 

perspective: 

So his bold tube, Man, to the Sun appply'd, 
And Spots ualoiown to the bnght Star descry'd; 
Show'd they obscure him, while too near they please, 
And seems his Courtiers, are but his disease. (949-52) 

The opticai devices of the new science can be decnving though. the speaker of the house is 

reduced to the status of  a "Louse" (1 8) at the beginniag of the p o m ~  where a microscope is 

required to determine his sigmfkance, but the telescope a l l d  to in the envoy reveals that 

"scratching Courtiers undermine a Realm" (978). Annabel Patîerson shows, moreover, that 

Marvell's use of the 'Ut Pictura Poesis' tradition demonsûates an awareness of the 

pre~a~ous r~lationship behveen art and reality, icoaogrephy and its bistorid figure, and of 

the aeed to sometimes didort imagery in order to get at some rruth6 

What 1 propose to be the Gothic element within Mimeil's poetics will, therefore, be 

examineci in relation to the poet's apparent interest in perspective. Specifically, I shall 

examine Marvell's poeiics as a corrective discourse, a means of adjustïng normative ways of 

perceiving.7 Within this theoretical fkamework, the literary Goaiic can be wnceived as an 

indeteminate mixture of varying genres and styles, in which attention is drawn to the 

mediated quality of a fiction, by including elements of the fantastic, or the marvelous. Such 

elements provide cause for hesitation with regard to the cokiveness of the fiction: are the 

laws goveming the fiction cohesive, or are they intemq*sd by aspects of folklore, legend, 

myth, superstition, the supematural, etç.? 



Marvell's sophisticated use of the 'Ut Pictura Poesis' tradition, of course, speaks to 

his interest in altemative rnethods of perception. His visuai records of the scandalous events 

surrounding the Second Dutch War are, moreovec, full of exampies of tbe marvelors, w h m  

hisioncal events divugt the deoorum associated witb Restoratim court portraiture-* The 

narration of the mird Advice, for example, is commandeered by an enchanted C'Presbyterkn 

Sibyi" (200)' the Duchess of Albermarie, who uses an embroidered image - 6C~orthy to be 

had it moment0 m e  (194) to level accusations agaimt the British naval wmmissioners. Ia 

the Larr Imlnrctionr. pariiamentary debate is disniptcd by the umiahwl birth of the 

monstrous Excise, who threatens to 'waste' the entire nation. When the court mernbers have 

subsequently relaxeci to "new Sports," (374) they are disturbeû by the innocuous (because 

seemingiy amorous) invasion of Du Ruyter. Archiid Douglas' heroic deaüi is, likewise, at 

odds with the surrounding imagery of war and rape. Perhaps tht most obviously marvelous 

imagery, though, is the "ghastly" (921) iniagery of tbe king's nighüïme musing qmn 'W 

uneasie Throne" (898). These last three examples are particulariy relevant to my argument 

about the poet's use of the Gothic as an heuristic, because they immediately precede 

depictions of the impeachment proceeduigs agak t  Peter Pett and Edward Hyde, and 

provide reason - by way of disturbing imagery - to hesitaîe over attributing blame for al1 

political ills to these two individuals. They provide an opportunity to question the 

relationship between the aesthetic principles of the poet's pinta, i-e. those guiding court 

conduct, and the political principles guiding state policy, as \ml1 as how these two sets of 

principles rnutually affect individuals- 

The relationship between the pictoriai and the political was especially devant ta the 

clirnate of the Anglo-Dutch m. Politid cartoons and pichna played a signïficant role in 



the ~Uomlin propaganda of both factions. Marvell's own ('kacter o/~o/lu,nd, probably 

published in 1653 during the First Dldch War, (Margoliouth 309) d i e s  heavily upai 

stereotypicai imagcry of the D w h  The chdation of retirical h û ~ h  ' w m s "  later 

cited in Hervy StuWes' Jtlsti jhtion of the Prawî Ww Agaïmt the United Netheriands 

(1672) es a major source of Engiish discontent, and MarveU rndcingly 0x1 this 

pattern of events in An Accotau of the G-h of Popery d Arbiimry G o v ~ ~ ~ ~  

(Parierson 1978 124). In The Last Instructions Maivell examuies the absufdities that result 

when the influence of visual imagay upon politics is taken to the e-e. The Satincal 

mode helps Marveil, to some extent, fulfiU his own civic duties. In October 1665, and again 

in Febniary 1667/8 Marvell was wigd to Cormnittees aested to investigate the apparent 

"miscaniages of waf' (JHC, Vm7621 & IX,4). It is m this amtext of suspicion, where 

demands for inquiries into "miscaniages of war," ''abuse in paying seamen by tickets," the 

abuse of a rnonupoly on Irish catile, and various oîher scandais were forced by growing 

party factionalism and the need to lay blarne on stxpegoats, that Mann11 had to baiance his 

interest in ensirring public accountability with his desire to protca individuai conscience? 

By presenting the actions of compt c m  memben as tht poduct of a demonic art form, 

Marvell leaves some space for question with regard to their ~ccomtability. As he would 

later argue in An Accoirm, individuals hirn 'ltermts for their Ewls," when they aie forced to 

act acmrbg to "PicMes, Images, and Reliques, IncredlbIe miracles and palpable Fables" 

(252). 

The reader of The Lau Ins~risctiom is p r e p d  to the relationship ktween 

aesthetic priaciples and political pdicies with an iamductay sa of gcnaal instnrctiotls to 

the F ' s  paintcr. "'Our Lady S e "  (1) is eppirrntîy best depictal by way of the  grade' 



art foms humorously delineated and deconstnicted in these opening lines. With the 

ostensible goal of h d i n g  an art form that is low emugh to dPrail the m g r e s i m  0 f ~ ~  

members - 'But if to match our Crimes thy skiU p u m e s ,  - . . " (13) - po* goes so far as 

to suggest that no art a& dl is requiredLO The introducbry advice concludes with an allusion 

to Plhy7s story of the artistic difficultia encountered by Rotogenes, who lashed out at his 

canvass in a fit of rage, coincidentally compieting the portrait of his dog mat had been 

causing him grief The p e t  suggests that his painter may likewise "perfkct" his pomait of 

state with "a luch blow" (cf 11. 21-28). 

The idea that verisimilituàe is sometimes attained through deviant art foms is 

suggested again with another Plinean allusion, at the end of the first ûiptych of portraits- 

Lady Castlemaine, the sometimes misîress to the king, is identiEied with Camppe, the 

slave girl who modeled for Apelles, and who was eventuatly given to tbe artist as a gift b r n  

the Emperor, Alexander. According to P h y ,  though, Apeiles had £kt barwe enamoured 

with Campaspe, and rnarred his own works out of fear that his mode1 would be taken away 

from him." By casting Castlemaine as Campaspe, with his painter as Apelles, and 

presumably Charles as Alexander, the poet irnplies that his painter will have to mar his own 

work in order to represent Castlemaine's character: "Ah Painter¶ now codd Alexander live/ 

And this Campaspe tbee Apelles give!" (103-04). Yet, it is precisely because of the painter's 

already grotesqw image of Castlemaine that the allusion cornes to I ight  With the shamefùl 

spectacle of Castiemaine's recent love afnur with Heary Jermyn in the forrground (11- 81- 

102), the allusion to Pliny's story provides a wamiag to the peinter of the further deletenous 

effects upon bis woik, should he becorne enamoured with hio model. Shadw of Pygmalion 

loom in the backgroumi The allusion shows how the am'r is s q i l e  to coia pditics 



and how those politics are shaped by court artists, the interconnection between the aesthetics 

and politics, and thus provida an appropriate sgue into the parliamentary debate over the 

excise. 

Echoes of the Pygmalion story are çounded again, though with more of a demonic 

twisf in tbe account of origins conceming the "E"xcise (U. 131-46). The love of the 

mythcal artia for his creation is taken to shamefiilly excessive proportions when John Birch 

is accused of incestuously fithering a proposal for the increase of the sales tax that he helped 

Black Birch, of al1 the Eartb-bom race rnost hot, 
And mos? rapacious, like himself begot 
And, of his Brat enamour'd, as't increast, 
Bugger'd in Incest with the rnungrel Beast (243-46) 

The incident provides a well known allusion to Sa~an's incestuous encornter with Sin and 

the begetting of Deaîh in book II (cf. ll. 648-814) of Milton's Paradise Lost (Margoliouth 

354). Lin& Gregmon finds a Pygmalion-type lust within Slitan's "spectac1e of shameful 

inbreeding," (205) which she interpets as the uncanny ernbodinient of imperialist rhetoric. 

Gregerson's analysis is insightful with respect to Marvell's poem, giwn Marvell's allusion 

to Milton and because Gregerson explains the uncanny aspects of the Satan, Sin and Deaîh 

episode in ternis of the larger Renaissance notion of the 'unkind'. 

The monstrous Excise provides members of the Court Party with an unpleasant 

reminder of their limited power, in much the same way that Milton's allegorical figures 

consti~e an uncanny reminder of Satan's limitations. As &gemon says of Milton's Death, 

M c m  the Excise be describad as "a symbol nm amuk"(208). According to Gregetso~ Sin 

and Deah are examples of the Freudian double, imaginative offspring of 'imôounded 

subjecîivity" (202). The uncanny q d i t y  of the Satan, Sin and Death epiçode, Gregemn 



argues, derives from a misreading of the natural order, which produces 'unkind' progeny 

and fmily nvalry. This fonn of  miss-reading entails a "phobie gendering (207) of the 

femde body, where the malady of seIfal idon is limked to the female genitais, and their 

'unkllid' progeny.12 Although Marveii dos aot foreshaQw tbe Freudian version of the 

uncanny in the same way thaî Milton does, he &es use bu monstrous Excise to link 

together various 'unkiad' figures, who theaien state power by virtue of their relation to 

Even before its birth, the Excise takes on a life of its own and grows beyond the 

apparent intentions of its parents, thereby makiag the moment of partlnition violent: 

"Excise, a Monster worse than e're befod Frighted the Midwife, and the Mother tore" 

(1 3 1-32). The vioIent birth resonates with the umaîud birthing imam munding  Anne 

Hyde, the Duchess of York Her bpoisonous' concoctions are blamed for denowering nature 

and inducing abortive births: "Ye neighb'ring Elms, that your green laves did shed,/ And 

Fawns, that h m  the womb abortive fled" (71-72). Her own children, at least according to 

one possible emendation for "ha glassen D-s," are presented as *le, sickly figures 

whose untimely deaths were caused by the Duchess' mutilation of her own body: " 

She perfècted that Engine, off assay'd, 
How afkr Childbirth to renew a Maid 
And found how Royal Heirs might be mahu'd, 
In fewer months than Mothers once endur'd * * 
Happy'st of Women, if she were but able 
To make her glassen l)--s once malleable! (534;5960) 

Unable to transfomi her W e ,  "glassen Dukes" into sustainable flesh, the Duchess' 

political ambitions are fktmmi The incident aiso supports the s e k  of attacks ia the poan 

on Edward Hyde, who was wi&ly disliked for his close (overiy 'kind') association with the 



king and accused of scheming to assume the throne by manying his daughter to the Duke of 

York. The attack, of course, is cnade through the M y  of Anne Hyde, which becornes an 

uncanny sign for the sterility of power that is self-perpetuated. The destructive aspects of 

self-proliferaîion extend beyond the sexual and the politid spherrs and into the naturai 

world where time itself is "keQubled". Unnatura) birthing imagery appears again when the 

other "monster" of the poem. the day rnarking the English defeat at Chatham, 'devours' 

itself and is replaced by an incesüaously begot temporal sequence: "And constant Tirne, to 

keep his coune yet right,/ Fill up thy space with a redoubled Night" (741-42). 

In this universe wbere "unkind' relations forewarn the incestuous multiplication of 

absolute power, the Excise is a sign of court absolutism replicalhg beyond control. The 

likelihood that a general tax would grow uncontrollably and would not be easily brought 

d o m  again was, according to Samuel Pepys, the main rtason for the  cou^ Pw's 

opposition (Margolioutk 361). Its monstrous growth is matched by an insatiable appetite to 

fil1 its supposeci multiple stomachs: 

A thousand Han& she has and thousand Eyes, 
Breaks into Shops, and into Cellas prys. 
With hundred rows of Teeth the Shark exceeds, 
And on ail Trade like Casawar she féeds: 
Chops off the piece where e're she close the Jaw, 
Else swallows al1 down her indenteci rnaw. 
* * * 
She wastes the Country and on Cities preys. (133-38; 14 1 ) 

potential limitless growth of court power. 

constituency, the delusory nature of court supremacy. The Excise is a ref ldon of the 

court's own "'Avarice" and "Luxrny," and it exposes the mneous assumptioa that "such a 



court" wiII be able to even "defiay" its cost (cf 11. 128-130). Although its 'increase' is 

sparked by wurt initiative, the uncanny associations entailed - the enervating eff- o f  self- 

proliferation - serve to tiirther "Countrys cause7' (290). The battle over the excise, of course, 

has important implications for the entire nation, and a series of une~ua l  dichotomies bdt 

arormd the coud country divide, suggest that a successftl, oounûy-led resistance of the 

excise would constitute a nationalkt victoy. The uncanny associations of the excise 

reinforce this system, but the admonishing imagay of poem, of which the monsb'ous 

Excise is also a pert, serves to undemiine such a configuration of nationai i d d t y .  

The monstrous growth of the Excise is a poduct of Court P m  activities and it 

reflects the hierarchical authority structure of the party. Authority is reradered here as an 

absolute entity, with iiidividual pairy members possessiag dominion over one area of 

governrnenf by way of political office: '?)enham" fkst leack the party "by one consent," 

und "Ashburnham" executes a coop, and is in tun routai by c'Steward;" 'Wood" 

"commands" the "daming Cowards;" "Fox'' ccmmmands'y because he "pays"; and the List 

goes on. There is no provision for sharing power "Sir Frederick and Sir Salomon draw 

L o W  For the cornrnand of Politicks or Sotîs" (199-200). Nor is there much room for 

discussion or negotiation in this model: 'They feign a parly" (232). B y  contmt, the Co- 

Party lacks any centraiized authority: "th'other side ai1 in loose Quarters lay, / Without 

Intelligence, Cornmanci or Pay" (2394) .  Despite the apparent imbalance, the Country Party 

is successfd in routing the Excise, and the p e t  equates the Country victory with providence 

(cf. II. 37-38). 

Aside from the overt politid implications of the countzy victory and the p t ' s  

declared allegiance, the episode has significant aesthetic connotations. Although the Country 



Party lacks the institutional organization found in the Court Party, its rnembers act in a 

graceful, harrnonious, and honomable manner that suggests a SM value system: 

A Gross of English Gentry, nobly bom, 
Of Clear Estates, and to no Faction swom; 
Dear Lovers of ki r  King, and Death to meet, 
For Counûy's cause, that GIorious thitbi and sswe*: 
To speak not forward, bui in Action brave; 
in giMng Gen'rous, but in Co-1 Grave; 
Candidly credulous for once, nay twice 
But sure die Devil cannot cheat them thrice. (287-94) 

Aristocratie birth seem to provide an alrnost iMate bind arnongst these Party members, 

expressed through theu adherence to a chivalric code of conduct Tbey act according to a 

principle of tmity in diversity thai distinguishes them fkom the singular nature of the Court 

rnernber~.'~ Members h m  both groups fight for a communai cause, but the gentry use 

private initiative while resûictiag their p e ~ n a l  interests, wherais the Court mernben fin 

positions of public office with k i r  persodity. While the Court members act on behalf of 

sovereign authority, some of the them serving as 'Tlenipotentiary Ambassadors," (452) the 

gentry act with the honour derived fiom their "free bom" statu  (ie. owners of estates). In 

short, the dichotomy between court and country c~nesponds to the politicai distinction 

between autocracy and aristocracy, and to an aesthetic dicbotomy between epic and 

romance. The autoctacy of  court irnplies an identity k b v e n  sovereign authority and a 

sanctioned poetics - the values of epic, where as the aristocracy of country is coloured with 

chivairic honour and the vaiues of romance. I6 Court members f U ï i 1  the role of braggaciocio 

epic heroes, acting on behalf of God and king, while the English gentry serve the chivalric 

code of honour and private initiative, "wt forward, but in Action brave". " 

The cross-fertilization of plitical and aesthetic signification, wtiereby the country 

gentry receive fàvourabIe representation, is supported by a system of s e 4  metaphors that 



Barbara Riebling has outlined. Riebling shows how in the baitle over the excise, the Country 

Party is presented as the superior farce by virme of the potency of its members, in Eontrast 

to the debauched court members When Party confiict first arises the court mernbers are 

caught with their pan& down and forced to ''Ta Loyal haste" lave "young Wives in Bed" 

(1 53). By con- the English gentq direct al1 t k i r  s e x d  energies towards their chivalric 

attack on tyranny and defense of English maidens, vis a vis knightly combat Topid 

allusions to Edward Seymour's resistance of illegal patents and Brome Wborwood7s b d e  

with John Mordaunt (the constable of Windsor Castle who abusai his powr to sexually 

harass young girls), are marked by phallic spears and casiration symbohsm: 

Then daring Seymour, h t  with Spear and Shield, 
Had stmht the rnonster Patent on tbe Field 
Keen Whonivood next, in aid of Damsel M, 
That pierc't the Gyant Mordant through his mail. (25740) 

The chivalric actions of these h e m  are cornpanxi to "Oriando, h o u s  in Romance/ [who] 

Broach'd whole Brigades like Larks upon his Lance" (275-76). Such blatant symbok of 

masculinity have strong pol i t id  overtones, mt only with regard to tbe outme of the 

mock-battle, but with regard to the meaning the poern's warring factions. The Court Party, 

Riebling exptains, is emasculated by the 'French" influences introduced by two of its 

members (cf 11. l68;2 14), which serve as a euphemism for "venereai infection. the 'French 

disease"' (142). The allusion, naturaily, serves to enbance prefereace for country over murf 

romance over epic. ' 
The choice, accordhg to Richard Helgerson, was one that entaileci signifiant 

consequences with regard io how the contemporary reader conceived of bis national 

identity. [n the litemry debate piayed out in the late sixteenth century, over the relative 

merits of epic and romance, each genre s t d  for a whole systern of values. Building a series 



of unequal dichotomies in which romance was supenor to epic, Helgerson argues, 

constituted a rneqns of resisting absolutism vis a -vis "Gpthic chivalry". A preference for 

romance over q)l '~ s i m d  a belief in the supxiority of: nifltiplicity over (a "Grass of 

English gentry" ovm a series of singular rulas), feudaiimi over modem a b ~ o l ~ s m  

(aristocracy over autocracy), private initiative over public initiative (the 'hot forward" 

gentry over the personality of individual court 'commanders'), and most relevant to my 

purposes, the marvelous over historical verisimi.hde (Helgerson 50-9). The most &Mous 

example of the marvelous within the on-going W e  between court and country is, of 

course, the monstrous growth of the Excise. As a symbol for the dangers of unrestrained 

debauchery, and of the sel~proliferation of absolutism, the monstrous Excise serves the 

interests of the Country Party, poviding an argument to resist d l  that the court entails. 

Readers are forced to remmider the apparent victory of "CounfrYS cause" (290) over the 

Excise, though, when the poet admonishes court members for their interest in a sirnilady 

"homelf (393) image with his "effigy" (391) of the "Skkmhgton Riâe". 

The distinction between court and country begins to break down hnediately 

following the routing of the excise, when it becornes apprent that the virility of the Engiish 

gentry is an insufKcient defense a@st the diseases emaaatùig k m  the corrupt c m r t l g  

Corruption indeed proves more of a historically decisive f-r in the poem, than does 

gentry virtue. The routing of the Excise is only a temporary victory and court power 

"rebounds" (337) when the two factions agree to a land tax in lieu of a generai excise. 

Political pressure created by the Court Party's delay "'stratagem" (309) is ''Bought off with 

Eighteen hundred housand pound[s]," (332) and althougb the gentry are not explicitiy 

implicated in this act their failme to defend England from the subsequent rapacious actions 



of court members seerns suspectZo initially, victory for the Country Pany appears to be 

ensured by the superior sexual potency of its members. Following the vend act thpt "Bought 

off' the Court Party, bowever, England emerges sapped of chivairic honour and tbe gentry 

appear unable or unwilling to stop the tyrannical deflowering of ihe nation: 

So the sad Tree shrinks fiom the Mornings Eye; 
But blooms al1 Night, and shoots its branches hi* 
* 
Now Mordant rnay, within his Cade Tow'r, 

Imprison Patents, and the Child deflowre. (3454;349-50) 

Attending the weakening of romance values is an inversion of natural and political order 

plants flower at night and chi1d moiesters are permiüed to d e  over parents. The lack of 

restra.int associated with the Excise has retunied; perhaps the Excise itseif has been rebom. 

With the finai victory of the debauched Court Party (ami the possiôle indictment of 

the Country gentry), the chivalrie W e s  of romance are replaced by a voyelinstic 

fascination for deviant sexuality and its cchomely" (393) repsentations. In his account of 

the ''Skinimington Ride," MarveU mates an "effigy" to chastise court members for their 

lack of dedication to their nation, their distraction with a spectacular domestic dispute2' 

instead of building an intelligence p s t  at the strategic sight of Greenwich, these men are 

charged with allowing themselves to be becorne enthralled with a "Pastirne, Martial and 

old:/ A Punishment invented first to awel Masculine Wives, transgressing Natures La$' 

(376-78). Political corruption and the corruption of aesthetic values are inseparable at this 

point, where Marvell illustrates the court's "new Sports" (374) in a series of admonishing 

images that imnidly tum the court's own aesthetic principles against itseif 

At first, the public "ride" is metaphorically identifid with the emblematic practices 

of 'CPnident Antiquity, that knew by Shame] Better than Law, Domestick Crimes to tame/ 



And taught Youth by Spectacle Innocent!" (387-89). Next, the incident is absorbed into the 

poetys own pinterly "effigy": "So thou and 4 dear Painter, representl In quick Effigy, othexs 

Fauits, and feign/ By making them ridiculous to testrain" (390192). The Court members, 

however, are blind to the poet's conceit and they "relax" with the "homely sight" (393). The 

image is comforting because familiar. The "hornely" becornes unhomely ('unheirnlichy) 

though, when the pet  distances his reader h m  the domestic aspect of the "ride!" and uses 

his efigy to link it to England's position in foreign affairs. From this final perspective, al1 of 

Engiish society is haunted by the Court members7 reaction to the poet's effigy: "So Holland 

with us had the Mast'ry nydJ And our next neighbors France and Flanciers ride" (3959%). 

The courtiers' resignation to the "homely sight" piaces the nation in the role of the beaten 

husband, according to the poet7s imagery' with H O M  as the masterfiil d e  and France 

and Flan&= as the 'riders' (Margoliouth 363). The disnirbing cornfort and fàmiliarity 

displayed by the Court members towards die poet's admonishing imagery is thus used to 

provoke s c r - y  of the relationship between domestic politics and the politics of state, 

between affairs at court and &airs of state. With the image of coint members relaxhg "the 

Joys of State, for the new Peace and Twy' (394) h e l l  niakes a direct attack on the 

political impotency of these men, who prefer the voyeuristic pleasines of a publicized 

domestic dispute to the pleasures of engaging in achial defense of national interests. Since 

their @)action allows for the return of the excise, ''the new Peace and Tac.," the reader is 

forced to reconsider the efficacy of Country virtue, the seerning superiority of the forces of 

aristocratie virility over those of a debauchd court The nsder is thus retumed to the poet's 

question regarding the Excise: "Who, in an English Senate, fierce debateJ Could mise so 

long for thk new Whore of State[?]" (149-50). In retrospect, the implied criticism of court 



debauchery, iis members near inability to "raise" themselves long enough to sustain a bill 

for the 'hease' of the excise, exposes the shameful Uiadsqwy of Country Mrility as welL 

In the end, it is hard not to read Marvell's ''qukk Effigy" as an indictment of all 

Englishmen, who have ostensibly been hdwinLed by corruption at court" 

I f  we conceive of Mawell's interest in public iconography and its potentiai 

distortion, in tandem with his use of the grotesque, the uncanny, and his configurations of 

national identity, where the values of court and coMtry are balanceci against each other, it is 

possible to outhe a Gothic discourse that b l m  the boundanes of contemporary politicai 

parties. Recognizing Marvell's participation in such a discourse as an heuristic in his poetry, 

should help to make çense of his shifting plitical and aesthetic stances. Within Marvell's 

illustrations of court venality and s e d  miscondwt, even where these qualities are 

contrasted with country vutue and virility, there is sufncient pictoial evidence to d e m i n e  

country stalwartnes. This may belp to explain why the one elawat of tnie panegyric within 

Marveii's satire, the heroic death of Archiid Douglas, has appeared to critics to be 

incrediile, "out of focus," "'deepy disturbing," and even "eerie".t3 

The elegy to Douglas reveais how, within the circurnstances of 1667, even the most 

heroic of national figures is susceptible to the compting influences of the English 

govemment Set against the shameful spectacle of Du Ruyter's b r d  day-light invasion, the 

eulogy to Douglas presents a suigular gallant, who uses martial ski11 and self-discipline in an 

honourable attempt to resist the Dutch forces. His character prefigures the reconciliation of 

court and c o u n t ~ ~  pphesied at the aid of the poem by combining the qualities of epic and 

romance her~ism.~' This image of national heroism is didifieci in an emblern of 

martyrdom, in spite of a series of aîtriiutes that Mdemiim Douglas' revered status: his 



ferninine, or at least androgynous, physical appearance. his lack of vinlity, his naive 

dedication to a system of outdateci values, and his Scotîkh heritage. To wbat extent thk 

artistic manipulation is designed to s e ~ c e  a corrupt court, badiy in need of improved public 

relations, is called into question by the apparent disparity between the pastoral innocence of 

the scene and the historical reaiity - the "Black Day" (737) - it glosseszs 

In a poem where, as Steven Zwicker says, "passion is explicitly a civic duty" (1990, 

10 l ), Douglas is the only figure to suçcessfidly assume the role of "@ad Lover" (677) for 

nationalist purposes. He is tbe ody figure able to resist tbe temptations of cialliance and to 

successfiilly redirect his energies towards civic duties, and he therefore emerges as a true 

hero of romance. His suppression of sexuality is, however, disturbing. The arnorous nymphs 

that popdate the pastoral invasion scene thus bernoan his steadfast qualities: '%y sigh'd 

and said, Fond Boy, why so untame/ that fly'st Love Fixes, rcserv'd for other Flarne?" (659- 

60). Douglas, indeed, appears to be saviag himself for the "Flames" (677) of officialdom. 

His single-minded devotion to God, King and country, suggests hîs cornparability with epic 

heroes of antiquity : 

Fortunate Boy! if either Pencil's Fame, 
Or if my Verse can propagate thy Name; 
When Oeta and Alcides are forgot, 
Our English youth shall sing the Valiant Scot (6934%) 

A. B. Chambers has explained that "Fortunate Boy!" provides allusions to both classical and 

biblical sources of heroism: "Forhinste" re fhng  to Virgil's use of "fortunatus" as a 

cornmendation in the Aeneid, and "boy" referring to the three young men in Daniel (nameci 

earlier at 1.648) who chose a fiery death over the prospect of commïtting idolaq (15941). 

The mention of mount Oeta also recalls the voluntary fiery death of Hercules (Margoliouth 

69). The classicai and biblical analogies do not quite fit the circumstances, however, since 



the roles of Daniel and "three children" (647) are already filled and such fonns of heroism 

are inappropriate to the times (Chambers 164). From his initial introduction, Dougias 

appears to be a p r  match for the 'tvanton" (542) Dutch sailors. He is a young and 

effeminate figure, a "modest Beauty" with "eariy Down" upon his chin (649-50), and is 

contrastai with the "Martial look" (637) of the hutking Thomas Daniel, a "Man of might" 

(63 1 ). His blind dedication to the heroic ideai, rnoreover, a .  m-ve: 'Pixt on his Ship, 

he fac'd that horrid Day, And won& much at those that run awayd Nor other fear himself 

couid comprehend" (66163) .~~  He appears, therefore, to be an easy conquest for the 

rapacious Dutch fleet. His resistance is, indeai, ody successful to the extent that it is a 

sacrifie, and the çtatus of martyr is c d d  upon him by the painter's "Pencii" and the 

poet's "Verse". 

The aahil manipulation of Douglas' death is disturf,ing most of all, because it 

suggests that heroism has nothing to do with individual wili, and has everythuig to do with 

politics. " Although the siatus confarcd on Dwglas is beneficial to bis memory - it wiil 

''propagate" (695) his name - it is completely beyond his control. In this aspect, his situation 

is comparable to diat of the goverment's scapegoats, Peter Pett and Edward Hyde. The 

extent to which the iwnography of Douglas' career is àetermined by the poet's painter is 

evident in the emblematic image that solidifies his martyrdom: 

His shape exact, which the bright flames infold, 
Like the Sun's Statue stands of burnish'd Gold 
Round the transparent Fife about him glows, 
As the clear Amber in the Bee does close: 
And, as on Angels Heads their Glories shine, 
His buming h k s  adom bis Face Divine. (67935) 

poet's art" The image d s  that of Matvell's Njmph Comploining for the d a h  afher 



Fm," where the nymph's tears are crystallized into a representation of her beloved faun, 

and the 'ignoble otium' of poetry - its ability to mediate between pastoral appmmes and 

historical reality - is s t r e d  Such an allusion bas political overtones within the context of a 

poem that attempts to advise the king on &airs of state vis A vis a ''couutry peasant"(959- 

60). Ultimately, the poet implies that his art has the potential b transfonn Douglas, from 

"the Valiant Scof" into an ernbkm of national heroism, of whom "our Engiish y o d  shall 

sing". Almost any individual, regardess of nationaiïty, d d  apparently be fitted to the 

poet's needs, and Marvell did, in faci, laîer use the Douglas episode to serve quite a different 

argument regarding d o d i s m .  29 

The cornplete subjection of Douglas' fkte to political m o r s  - the govovemmeat's 

need for a symbol of integrity and the poet's interet in presenting the king with a restorative 

satire - is disturbing because it takes advantage of Dougias' and sexual innocence. 

Ln a poem where grotesque representations are closely aii@ with fonns of sexual 

misconduct, it is easy to misread innocence for an inversion of the nom, and to gloss over 

absence of desue with personal desire. Although Douglas is d é c t e d  by the amorous 

playfulness of the nymphs, the poet's sexuai interests are sparked and transferred onto 

Douglas, where the virgin figure is inappropriately descri'bed as a "@ad Lover," who 

embraces the "fierce Flames he me- ... in theu sW' (677-78).30 The lusty eyes of the 

administration also help to transform Douglas' persod desires into political action, by 

taking advantage of his willingness for self-sacrifice: "And secret Joy, in his calm Sou1 does 

rise J That Monk looks on to see how Dougias dies" (675-76). Barbara Riebling draws 

attention to the voyeurism of General Monk's gaz, and its power to transfom shame into 

honour (148). Riebihg m e s  a certain affinity heme with 1P century allegories that use 



eroticism as a metaphor for divine ecstaîy. By callirtg attention to his ability to mold public 

perception, the poet indeed, provides an rnwholesome example of how the king might u 

art to mitigaîe the affects of corruption at court. 

The rather disturbing suggestion that history can be manipdated by the 

machinations of the poern's "antique mssters" (9) appars most effêctively in the portrait of 

the King (11. 885-926). The royal perogative that Mprvell has taken such care to avoid 

uininging upon is presented here as a fleeting privilege, threatened by the Kiag's persod  

escapades. As Charles rpaches out to "press'' b s e l f  upoa an image tbat he assumes to be 

that of bis mistress, he is shocked to discover a recofig vision of 'England or the Peace? 

By confushg the symbotisrn of national politics for an arousing miage of the king's 

mistress, the portrait of Charles exposes the de- to which stere politics are conîmiled by 

personai politics at mut It is a moment o f  revelation, during which the king's attempt at 

absolimsm cornes back to hamt him in the uncanny image of a femme fatale- Steven 

Zwicker (1990) explains that the incident provides an allegory of Charles' unsuccessfid 

pmuit of Frances Stuart, the mûdel chosen by the King to represent Britamia on the Peace 

of Breda medal. The term "peace7', Zwicker notes, puns upoo the possible meaning of 

"whore7'. Whether or not England is to establish peace with the Dutch is thus presented as a 

decision that Charles forfeits because of  his obsession with his own personal a f f k .  

The moment is a fortuitous one, and the fate of both England and Charles hane  in 

the balance: 

Paint last the King, and a dead shade of Night, 
Only dispns'd by a weak Tapers light; 
And thme bright gieams that dart dong and g k  
From his cl- Eyes, yet these too dark with Gare. 
There, in the calm homur dl alone, 
He walusa@ Muses of th' m i e  Throne. (885 - 890) 



It is a moment that Linda Gregerson might descni as "liminai", since it marks a boundary 

between the namator's satire of the court and his irnpenâing foray into the traditional sphere 

of royal prerogative, the advice "To the a in^"." The moment might povide either, a 

painterly contrast, distinguishing corruption at court h m  the d i à h  of the crown, or a 

continuous spectnim, linking the two. Only a dun light guides the artist's hand, whiie the 

"bright gleams" fiom Charles' eyes are i d c i e n t  to stave off the appruaching darlaiess. In 

the "calm homi' of his musings, the king's fàcdties are impaired and he fails to recognize 

that the iconography of England appears in distorted fom: "ill agree her Posturey Hour, or 

Place" (892)." PPenl looms in the king's erroneous reading of "England or the Peace," that 

irnmediately follows. 

Uncertainty regarding the h u e  of the crown and Charies' inability to see cleariy 

the relationship betwgn his p e ~ d  endeavm and state politics sigui@ England's 

susceptibility to extemai influences. The impairment of the king's fàculties is brought on by 

his self-induced "calni horroui' and the effect is to cast Qubt upon any understanding of 

historical events by making them appear arbiûary: is the vïrgin figure in the king's vision an 

image of England, a representatioa of the peacey or is it the kingsY own "piece" (wtiore)?" 

To the extent that it is the laüer, the confused image indicam the infiuencc of extemai 

forces. Frances Stewart, the king's rnisîress, "des the fours seas'' in the poem, thougb she 

is herself in the 'comrnandY o f  the Duke of Richmond (cf 11. 761-64). Charles7 adulterous 

relations, thus expose England to political agendas beyond those of the crown. The 

unknown relationship between the visions of the king's 'tvondrous Night" (925) and his 

resolution to bbdisgrace* (926) Clarendon i s  likewise tainted with a foreign influence, that of 



a former French king - Charles' "Grandsire Harry" (91 8). Events in the international theaire 

of war appear equally albitcary when v i e 4  h m  Charies' perspective: 

Express him startlùig next with üstning ear, 
Asonethaîsomeunusual noisedoeshear. 
With Canon, Trumpeîs, Drums, his dmr surround, 
But let some 0 t h  Painter draw the sod :  
Thrice did he nse, thrice the vain Tumuh fleà, 
But again thunders when he lyes in Bed. (907-1 2) 

Does the ccunusual noise" (908) sound four tirnes or is its nnai occurrence only imagined by 

the King? 

The seemingly arbitrary pattern of events is partially explained by the king's own 

assumption regarding the " u n d  noise". Charles puts his troubled muid to rest by 

attniuting the repetitious battie soiinds to the dictaies of French foreïgn policy under Louis 

XrV: "His mind secure does the known stroke repeaî,/ And nnd the Drums Lewis's March 

did kat" (91 1-14). With the aüributiou of the sauads to "Lewis's Marck* the " u n d  

noise" becomes the ' k o w n  stroke" and Charles demonsûates his familiafity and complicity 

with Louis' fureign piicy. As John Wallace points out though, Charles' security is iii 

founded, given the unfavorable representation of F-h influence thtougbout tbe p~em. '~ 

Wallace notes, for example, how St Albans, the English ambasSador to France, is 

mistreated by "Lewis" (cf 11. 427-48), and how Louis' negotiations for peace between 

Engiand and the Netherlands are undennined by France's "riding" of England (cf 11. 373- 

96). In many ways, the impaired faculties of the king reflect England's suscepi'bility to the 

threat of French absolutism. 

From the end of the 1 6 ~  centuïy, the French c m  was engaged in atkmpts to 

imrease France's international clout by (niis)representing itself as the champion of religious 

toleration At home, Henry N granted the Protestant minority of France the right to practice 



their religion only when served his political agenda. Abroad, Henry acted as the negotiator 

between the Catholics of the Spanish empire and the Calvinists of the United Provinces, 

under the pretense of defending the Protestant cause. His interests, Roland Mousnier argues, 

were not in achieving peacey but raîher, he hoped to gain e t i o n  as the sovereign of the 

Netherlands, and check the power of Spanish-led House of the Habsburgs (1 16). With 

Spain's decline in the 16603, French pwer experienced a resurgence. Over the next twenty 

years, as the cause of European Protestantism waned, huis XIV graduadiy revoked the 

religious privileges grante. by the Edict of Nanîes (Paîterson 1998 213). As early as 1663, 

fears spread in England that Charles was leaning towards the absolutist policies of his 

French cousin (Joaes 14 1). '' Those fears must have been exaceibatad, when in 1666 France 

entered the Second Dutch War on the side of the Dut& France provided little military 

support, however, since Louis was more interesteci in watching the English and the Dut& 

fleets destroy each other (Gardiner). Despite the apperent insincerity of Louis' arbiûation 

attempts, French might required England to seek peace through France (Wallace 167). 

Ir: this context of suspicion regarding French influencey Marvell links the seeming 

arbitrarhess of events in the English court to Chies's French limage, aüuding even to the 

possibility of a genealogical infection: 

And with blue streaks infect the Taper clear 
While the paie Ghosts, his Eye does  Fixt admire 
Of Grandsire Hamyy of Charles his Sire. (9 15- 1 8) 

The infection affects not only the body of the king, but the entire body politic, since the 

visions of the "wondrous Night" produce the resolve to "'Disgrace''   la rend on.^^ 

Although Marvell has been blamed for mismatching Henry IV with Charles 1, 

(Duncan-Jones 373) the two are in fm &mparabk abçolutists, whose actions introduced 



arguments for the legality of regicide in both England and France. Their murders were 

accompanied by an underground literature in both their wuntxies, declaring the regicides to 

be justifid on account of their tyrannical ~ 5 ~ s . ~ '  Just as Chades' much hated system of 

forceà loans had led to serious grievatlce~ (Petition of Right - 1628), so did Henry's 

oppressive means of raising revenue (taking advantage of royal creditors, fiimllng out taxa7 

and selling offices) create widespread discontentment Henry vacillated between the dueling 

religions of France, remaining purposefully ambiguous about his paonal convictions in 

order to ensure his authority, going so hr as to boast that bis religion was one of the great 

mysteries of Europe (Greengrass 81). Altbough he pesented himseif as a champion of the 

Protestant cause he couvened to Cathobcism, the dominant religion, twice at times of 

apparent necessity. When war with Spain made Protestant support desirable, though, Hemy 

conceded to recognize limited Pmtcstaat rights through the Edia ofNantes. The perliaments 

of France resisted, but Henry used his royal prerogaîives to dernand registration of the edict 

Many Catholics, therefore, came to see Henry as a tyraanical usurper, given his doubtfiil 

conversions, his forceful method of legislating Protestant righîs, and his seerning disregard 

for the average Catholic c i tkn  (Mousiner 158). A series of pamphlets endorsing the more 

radical tactics of the J d t s  were pubiished in France aromd 1610, and the legality of 

killing an unjust king became an issue of public discussion Such debaîes later appeared 

under the guise of casuistxy and common law thought in Endand, wtien the arrogance of 

Chartes 1 was deemed intolerable. 

Particularly relevant to the portrait of Charles XI in MarveU's poem, is the k t  that 

Henxy IV was widely critiqued for bis amornus escapades (Greengrass 69). At least in one 

instance, moreover, he allowed his persmai afbirs to Muence his fmign policy. The 
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incident known as the Cleves-Jiilich Affair was the major political concem occupying 

Henry's attention when he was assassinated Cleves and Jülich were two strategically 

located duchies bordering on the United Provinces and on the S m s h  Nettierlands, where 

succession was a disputed issue after the recent deaîh of their l e *  Henry had prepared for 

this event years in advance.) working in order to ensure that the duchies fell to Protestants, 

and not to the Habsburg f d y .  When the Habsburgs nevertheless threatened to "usurp'' the 

temitones, Henry prepared to annex the ducies. Henry, tbough, was motivaîed to act sooller 

than anticipated in order to distract aîkntion away fiom his own personal atiàirs, that were 

coming to light at home. The Prince of Condé, the closest in line to the throne through b l d  

relations, had sought to remove his young wife fiom the amorous aitentions of Henry by 

taking refùge under the protection of the archdukes of the NetherIands. Condé, it seems, 

may have been preparing a rebeiiion fiom abroad, agaht a tyrannical, and -fore, 

legitirnate target (Mousiner 135). In any case* Henry's motivations to act were twofold, 

although the public was probably denied such a cornplex perspective. Henry's intervention 

was, in fact, critiqued for transforrning "a private quarrel into a public war of religion" (in 

Mousiner 137). Marvell's allusion to Henry N rnay be intended ta suggest the literai sense 

of this critique. 

The arbiaariness of pol i t id decisions brought on by the Mechiavellian practices of 

Henry IV and Charles 1 provides the background for the admonishing irnagery of the king's 

night-time council. The "gridy Wound" of  *ch Henry died, and the "puxple M 

around Charles' neck are "ghastly remùiders," momento mori, of the potentiai for justifiable 

regicide: 

Hany sits down, and in his open si& 
The grizly Wound reveals, of which he dy'd 



And ghastly Charles, tuniing his Collar low, 
The purple thread about his Neck does show: 
Then, whisp'ring to his Son in Words unheard, 
Through the lock'd Qor both of them disappeary d (919-22) 

Just as the impression of arbitrary government brought about the regicides of Henry IV and 

Charles ï, so could it endanger the reign of Charies II. The fact that the reader is mt 

admitted intU the council signals the king's absolutist tendemies (R~&ling 152). 

This association of arbitrary govemment wïth a distindly French influence 

foreshadows the position that MarveU: was to espouse nearly a dccade Iaîer in his A c c ~  of 

the Growth of Popry and Arbitraty ~ovenmenf-'~ In both the Last Imtn#:tiom and the 

political pamphlet, Marvell's critiques are aimed more a& the demo~c aSects of arbiwriness 

in government, than at those of c'p~pery7' or ~ a t b o l i c i s n ' ~  in his A c c o ~ t  Marvell blames 

France's involvement in the Second Dutch War for England's sony performame, and be 

accuses French authorities of scheming with certain public figures in Engiand to retum 

papacy to England. To substantiate these accusations Msrvell outlines a plausible 

conspiracy theory linkmg England's growing fàvoritism of France's foreign policy with 

signs of absolutism within recent English legislation and signs of Anglican persecution. By 

comparing the resultant situation in England to the divisions of 1641, he establishes a sense 

of justifiable discontent (Miller 150). Espbcially consistent with his allusion to Henry N and 

Charles 1 in the iust Instmcttons, anà equaliy applicable to the reip of Charles II, is 

Marvell's cornplaint that it is impossible to '%nd out the due temper of goveniment in divine 

rnatters" (An Account 280). At the top of Marvell's list of the horrors of "popery" is, 

moreover, the sort of arbitrariness thaï is depicted in the Lasr Insîruc~ior, where the king's 

"ces0Ive7' is detemiined by his nighûnarïsh visions. "Popery" is d e n o d  in the Accotml 

for its debasement of epistemology to the "worshipping (of] Pictures, images and Reliques, 



lncredible miracles and palpable Fables" (252). This form of idolatry, Marvell cornplains, 

restricts the will of the individual: "Thus by a new and aatirriptud Belief, compiied of 

Terroun to the pbansy, Contradictions to !Sense and Impositions on the Understanding, 

theù laity have turned Tenants for their Souls.. . ."(252, exnpbasis mine)- The automaton-like 

action that Marveli attributes to the followers of '‘Teneurs to the phansy" is applicable to 

Charles' decision to 'cdisgrace'' Clarendom The same arbitrariness that Mame11 decries in his 

attack on "popery" pervades his version of Clarendon's impeachment. The proceedings 

must have appeared as arbitrary charges from Clarendon' s perçpective. 

Historïans have midied the impeachment of Edward Hyde, the Ead of Chrendon, as 

one of the quintessential examples of the political use of scapgoats. Despite Hyde's years 

of civil s e ~ c e  to both king and country, which included loyaity to Charles during the 

interregnwn, designing the highly successfhl Restoration Setîlemeni, attempting to protect 

dissenters from harsh laws, offering astute advice to the king to avoid another war with the 

Dutch, using resourceful means to support that war once the king had penisted, and 

rnarrying his daughter to James, the Duke of York, Hyde was accused of high ueason. 

When the government sought a seapegoat foliowing the h d a t i n g  capture of a si@cant 

portion of the English navy at Chatham, Hyde stood out as a prime target for various 

reasons. Particularly detrimental to Hyde's career was his bùlm to build up a network of 

clients in court or parliament (Smith 2 16). Lacking the support of any faction within an 

increasingly partisan system, Hyde was susceptible to the ambitions of aspiring politiciaas. 

To members of the Cabal, Hyde's privileged position within the crown represented a banier, 

preventing their advancement. Proposais for his impeachment indicate, according to Robert 

Clayton, an important development in the history of party politics: impeachment h m  this 



point foreword became a tool for negotiating patronage, and was therefore, no longer a 

means of ensuring that muiisters remain ~sponsible to parLiament, in the reign of CMes I, 

tyrannical rninisters could at least be checked through the t k a t  of impeachment 

The new dynamics of the impeachment pnress signal the growîh of absolimimi in 

England, and Hyde's ùidefensible position in Marwll's posa reveals the arbiîrary nature of 

politics in 1667. Hyde's victimization rnust have poduced the type of paranoia !bat Marvell 

uses to describe Hyde's emergence fiom bis interview with the king: 

At his first step, he Cademain Qes Gd, 
Bennet and Coventry, as't were designeci. 
And they, not knowing, the same thing popose, 
Which his hid mind did in its depths inclose. 
Through their feign'd speech their secret hearts he knew, 
To her own Husband, Casdemain, untrue. 
False to his Master Bristol, Arlington, 
And Coventry, Mser than any one, 
Who to the Brdher, Brother would h y ;  
Nor therefore trust himself to such as they. (927-36) 

Party politics invade even the most sacred of relationships, those baweai husband and wife, 

and those between brothen ûnce initiated, moreover, there is no way of controllhg the 

divisive nature of party politics. uidead they rage on Like the morstrous excise to attack theu 

own authors. Many of those wfio supported the dismissal of C l a d o n ,  such as Coventry, 

Arlington and the king himself, did not endorse the impeachment poceediiigs against him, 

but were in fact compelled to do so ui the end, out of fear for their own political future 

(Clayton). Nor does Hyde appear completely blameless (see below), but when he resists an 

unjust punishment he is oniy further implicated in the role of fa-guy: "While Hyde 

provok'd his foaming tusk does whet,/ To prove them Traytors, and himself the Peti" (941- 

42). Peter Pen is, of course, the.other Ml-guy figure in the poem, and his impeachment is 

made to appear even more ridiculously disproportionate to the possible bllindm of a single 



person: "His name alone seems fit to answer all" (768). A. B. Chambers shows how the 

visual distortion of Pett's name, as it is manipulated into awkward rhymes (cf "beaî" and 

'Tett" in 11.77 1-7 i ), is used to si& the misrepresentaîion of his character ( 156-58). Such 

an erasure of character is precisely the fâte of Hyde when his attempt to reveal the treacbecy 

done to him hctions only to c d h m  his sacnficial status, and he -mes "the Pe#". 

Litemy historians have noted that the emergence of Party politics in the laie 1P 

century was accompanied by a growing gap between religion and politics, and that 

Marvel17s h t  Immctiom should be r d  in this context (Zwicker 1987). To the reputed 

defender of toleration and individual conscience, the trend must have been disconcerting- As 

argued above, the dynamics of the impeachment pawss in the Last Instmctions threaten to 

steal the very souk of the civil snvants represented, and thet thRat is signified vis a vis a 

painterly metaphor of distortion and grotesquerie, as WU as through the appanmx of 

ghosts. Marvell did speak out a g a k t  the impeachment of Peter Pett in parliament (JHC. 

k 4 ) ,  and argue against "a sudden impeachment" for Clarendon (Grey 14). He also 

supported Charles' Declamtion of Inaulgence for 1662 (Legouis 119), and d e n  it was 

repeaîed in 1672 (cf. Accom of Growfh of Poppry 292). How did he nact though, upon 

the discovery that the king's Dechration was in $d pan of a political strategy, in the vein 

of perty politics, designeci to make mulisters dependent upon the crown?" Does MZwvell's 

discoune of grotesquerie and ghosts provide him with a means of negotiaîing such an 

awkward situation? 

With respect to the changing nature of the impeachment process and the emergence 

of party politics, it appean that MsrveU7s political stance did shif't, and that his discourse of 

grotesquerie and ghosts facilitated that shift For if Mameil -te the Second and Third 



Advices, as well as the 1' /nstructions, there is a discerni%le pattern indicating a constant 

repudation of the practïces of Edward Hyde, but an imxeasing disrnid for the uses of 

impeachment41 Ln the Second Advice MarveIl imagines the image posed by conteniporary 

political corruption fiom the peqectïve of one of the a b d  Engiish naval officas." The 

apparently representative speaker, a SO-C8Ued "gaU& (129) of the English navy, blames 

the entire war on Clarendon's own domestic politics: 

But & ~ ' d  and treble damdd be Clare-, 
Our seventh Edward, and his buse and line! 
Who, to divert the danger of the war 
With Bristol, hounds us on the Hoilancler. (14548) 

The war is nothing more than a diverrion, the speaker daims, designed to disnipt tbe 

impeachment proceedhgs a- Clarendon. In the envoy of the same poem, the poet 

suggests that the king proceed with Clarendon's impeachment. Hyde is identined here as 

"bat state-Daedalus," and thus equated with the mythtcal artist who eadaagered the reign of 

Minos by introducing grotesque offsping into the royal lineage- Hyde should be, 8ccording 

to the poet, subject to his own machinery and aliowed to "fall": 

Why wilt thou that state-1)aedalus allow, 
Who builds thee but a lab' rinth and a cow? 
If thou art Minos, be a judge severe 
And in's own rnaze confine the engineer, 
Or if our sun, since he so near presumes, 
Melt the sofl wax with which he imps his plumes 
And let him, tiilling, leave his hated name 
Unto those seas his war that set on flame. (353-60) 

By suggesting that the king entrap Clarendon within his own s@tecdl, the pet  is enhfsing 

his impeachment 

There is liüie mention of Clarendon in the Third Advice, but t h  is a suggestion, 

wntained within the Duebess Albermale's prophetic "mornento mori," that he should be 



discardeci. The proposal arises within the Duchess' description of the encounter between the 

English and Dutch fleets on June 1, 1666, at the moment wtien the Dutch move to retreat: 

'They fly, they fly! Their fleet does now &vide!/ But they discard their Trump; out Tnunp 

is Hyde" (379-80). 

In the h t  fnshzactiions, even more so than in the Second and Third Ahvices, Hyde 

and his policies are satirized by means of grotesque representaîions. Unlike the previous 

Advices, though, the Last Imtm~tions lacks any d t m e n t  to impeachment Hyde's 

tyranny extends seemingly fiom his own bodily fuactiom, to d i t  the personal 

relationships of the king and the foreign relations of England: 

Hyde's flippant Stiie there pleasantly cwets; 
Stili his sharp Wit on States and Rinces 
(So Spain could not escape bis laughters Spleen: 
None but bimseLfmust chuse the King a Queen.) (46649) 

Hyde's management of the king's finimces is coloured with pwticularly grotesque imagery, 

where Hyde is presented as a master horse-leech mh a retinue of "minion imps," upon 

whom he feeds at wiil. (cf li. 493-502). Given these unflatte~g representations of Hyde, 

and the blarne placed on him for compting the body politic, it wouid be easy for the p e t  to 

justi@ his impeachment. In spite of the apparent logic of Hyde's demise, as be becornes 

subject to the tyrannical court culture that his pdicies have bel@ to estabtish, his 

"Disgrace" (i.e. impeachment) defies al1 logic. The complete tratrsfonnation of Hyde into 

'me Pett" exposes the generic nature his character: Hyde is  merely a f811-guy like any 

ot i~er,~~ 

The depetsonalizaîion that Hyde and Pett endure is, in kt, similar to tbat 

encountered by A r c h i d  Douglas. A. B. Chambers descnibes the nmilarity amongst these 

three figure in t e m  of an eviw concern for either their heroic or scapegoat functions, 



rather than their personal identity (158). Douglas' sexual ambiguity, as Zwicker notes, 

dlows him to W o n  as both hero and victim (see note 25). Ln some ways Douglas' 

saaificial death, as it is capwed by the paiatdpoet, serves as sn objective wmlative for 

the d e s  of Hyde and Pett The fàtd metamorphosis of tbe eunuch figure into a national 

syrnbol of martial strength d e m o ~  the potentiai for distortion of individuai conscience 

when people are aibjected to national icoaography. 

If Hyde (Idce Pett and Douglas) is subjected to the personal desires and ambitions of 

court members, who are in nirn empowered by Hyde's own tyrannid authority, Charies is 

likewke subjected to his own absolutist policies. The symmetry is evident in the amilar 

uncanny experiences evoked by the court's incestwus mgendering of the monstrous Excise, 

and by the king's atternpt to govem England k u g h  a series of overly "kind" relatio~~~hips. 

The judgement of the king, as we have seen, is a&fted by the gmtesquxie of his owii 

sîatecraft: the visions encountered during the king's "wondrous Night" apparenly b ~ g  

about the king's c ~ l v e "  to "'Disgrace" Clarendon In passing h m  this iadictment of the 

king to the more positively rendered image of the court in the envoy, though, the pat seems 

to relinquish his authority by discaniing the Ut Pictura Poesis trope: 

Painter adieu, how will our Arts agree; 
Poetick Picture7 Painted Poetry. 
And henceforth Charles only to Charles shall sit, 
His Master-band the Ancients shall outdo 
Himself the Poet and the Painter too. (94348) 

No one shall interfere with the royal prerogative invoiving the choosing and dismisshg of 

the king's ministers, Marveil suggests. From this point forward Charles wiJl d*ermine for 

hirnself which courtiers "are but his diseasen (952) and be the rnaster of his own portrait As 

A. B. Chambers explains, however, the metaphorid relaiionship behveen painting anci 



poetry is maintained in these lines through the parody they provide of Waller's Instttrctions: 

in his envoy, Waller invites Charles to stand-up insi& the poet's picture, anci that invitation 

is parodied here with the o f f i  to make Charles master of his own portrait Mawell's parody, 

Chambers argues, irnplicates Charles as the artist of his own bad work (167). An element of 

the fantastic, where life seems to imitate art, therefore, allows the poet to reniain loyal to his 

. . 
conscience by critiquing the arbitrary aspects of Chartes' aclministration while refiaining 

f?om making specific suggestions regarding the assignment of offices. He thus situates 

himself somewhere between critiquing absoluîïst policies and advocafiag respect for royal 

prerogative, between his criticism of the excessive m e s s  of the impeachment process 

and his disgust at the overly 'kind' politics of court, between the '8lack and White" (108) of 

party politics. 

His satiric vision povides a means of resisting the iblogical interpetation of the 

poem's imagery that party mat ion  would deman6 Like the poet of Appieton Home, who 

contravenes the distorting effects of "engines strange" (385) to produce a progressive series 

of tableam so does this pet resist the artince of a Gothic "cloystei' by offering a way of 

seing "which might Deforrnity make fair" (Appleton Hume, 92). The poet thus says of his 

muse: "Would she the unatîended Throne duce,/ Banishing Love, Trust, Ornament and 

Use;/ Better it were to live in Cloysters LocK' (96143). Charles' renowned pleasure and 

bounty, which Waller had celebrated, need not be denied, according to the vision p r e s c n i  

in the envoy. Within the combination of style and polemic suggested here, "omament and 

Use," in fact, go hand in hand4 Detennining the appropriate proportions Qes, however, 

require a more critical eye than has beem used by the h g -  Uarnll points to the inextricable 

nature of the king's iconography and the manifestations of the crown in lines that echo 



WaIler's envoy: "But Ceres corn, and Flora is the Springl Bacchus is Wine, the Country is 

the Kuig" (973-74). The inverted order of the 6nai clause hem underiines the undeniable 

relationship between the status of the nation and thai of the king, the k t  that the king's 

behaviour has advenely affected the health of entire body politic? Those that threaten to 

separate the "Kingdom fkom the Crown" (971) should, thmefore, be d i s m i d  The W ' s  

final advice to " d e  withouî a guad," (990) is also troublesome fiom a royaiist perspective 

though, since it recalls the ambiguous advice offered to Cromwell in the final lines of An 

Horarim 

Not only dœs Marvell's Gothic discourse unkrmine abso1utist politics, but it also 

exposes the shortwrnings of the absolutist aesthetics of court culture. Royal aidhority m o t  

be simply represented vis a vis a painteriy metaphor, as Waller htmd claimed. Marvell, thus 

continuously unbraiàs Waller's self'surance: "ûld Waller, Tmpet-gen7ral swore he'd 

write/ This combat mier than the Naval fi- (26364). The power of the state and crom is. 

in parf the product of its representations, as the emblematic portrait of A r c h i i d  Douglas 

demonstrates. The poem remains disturbing because of its Machiavelliui imptication that 

the king can mitigate the effkcts of corruption at court by rnanipuiating the public perception 

through iconography: he can hransform emticism at court into an allegory for religious piety. 

Such a transformation, however, entails an uncanny reminder (the ghosts of Henry IV and 

Charles I) that attempts to assume omnipotence and rewrite povidcntial history through the 

manipulation of sexual politics will findy en- the agent within a series of "unkind" 

relationships; hence, the bg's Uiabiiity to distinguish ktwcen "Engiand or the peacenn The 

fantastic elements of the poem thus draw attention to the M o n a b l e  vaiidity of 

govenunemi policy, especially the impeachment of Hyde and Pett. Uitimaîely, the poem 



suggests, readers interested in the politics of 1667 will, Iike Charles himself, have to draw 

their own pictmes. I f  those pi- are to produce "honi pensy honestly," ihey wiU, 

moreover, have to include "moment0 mori" (Third Advice 180; 194). 



Notes 

introduction 

' H M Margoliouth admires tbe "detachment of Mawdl's judgcmem" in A n  H o m  Ckle (295). Nicbolas 
Jose traces the tendency to cOmmcm on Marvdl's "-. as fir brdc as 1901 (48). EIiPbab Dono mtcs 
that wi~en Maweli's poetry was initially plblishcd it was Qitiqued fbr, ïnta&giy mough, its hck of 
partisanshi p. 

2 For a brief survey of how the rneaning of Gothic axi Grœk h c t i o n  as "florting sigajfiar" duimg the 
Renaissance, see Richard Hdgenon, pp. 2 1-24. Samwl Kù'ger Jso disguises the shiAing meanhg of G&iç 
but in the more confineci cordext P a d h m m h n  vahies, as opposad to Rayaüst vahies. Set chaps. One & Two. 

3 McQueen and Rockwell elucidate the poiiticai metaphor ofthe "shc-WOU", p. 63. It is uiteresting to note that 
Marvdl places Cromwell in the rok of (jodfiey, a a chnda Tassa's Gemdrms Libnraa: wbo ldce 
Cromwell invoked sovercign power in the pursuit of moral ri-. Tasso's poem was at the heart of 
iiterary debates over the relative merits of Epic and Romance, in whicb tbe former was characteritad as 
classical and the later as Gothic (Helgerson 45). 

This u n d m g  of the Gothic is drawn h m  Iacqudk Howard, chap. Oae. 

5 The divided nature of the criacism is, of course, a ftsponse to the p r o b l ~ c  codia between the "cavakr" 
sentiments of Mawell's elegy to Francis Villiers (1648) ard his poan to Lovdrct (16491 tk ambiguity of An 
Hurmim O& (16501 and the apparent Parliamentarian rttitude o f  the Ammiwrsqy (1654) and his l a t a  prose 
works See Robert Wilcher, pp. 112-14. The intema in a Ihrrnm in M l ' s  podics odads h m  Eliot's notion 
a "dissociation of sensbility". Murid Bradbrook and M G. Uoyd Thornas equatc Marvdl's convasion to 
Pariiamenta"anism with a shiA fiom Maapbysid paetry to r more -utai and iromc style. Piare 
m u i s  uses Marvell's Cromwell poans to assess "the came of bis feelings 10r Cmmwd1 betwacn 1650 and 
1658" (1 14). Robert Hodge, daims timt M g v d l ' s  shiA in dlegianccs is &notai by ui rhaaion of psradigms 
which is said to hinder Marvell's e x p r c s s i v ~ i ~ ~ ~ .  More r d y ,  Wanm Cbanrilr has distinguisheâ the 
"qualitia of 'negative capabitity" that ht fhds to cbaradenst the Odc and -am House, fiom thc 
"persuasive" intest of  Mameil's h i v e r s r q y  and bis lata satires (13). Chcmaik dsimJ that MPrvtii couid not 
write 'detachedm poetry after 1654. As rcccntly as 1992, M L. Domidiy has locatad a in Marvell's use of 
srpology in the Cromwell pocms that is said to comspond to bis dering political diihtions. Even, Patsy 
Griffin's 1995 study of Marvell's "Modest Ambition," which does outiinc a consistait @CS in tbese poems, 
assumes that the image of Marveli's "obscurity" can be ovcrcome by attaaioa to bis "penchant fOr the 'dark 
conceitl" (14). 

6 Marvell's defense of the righis of individuais is made most cmphatically in An Acuxluni o/tk Gnnvth of 
Pop~st. in the opening pages be asserts the unique charada of tht English constmaion thit potects the 
individual fiom state autho*: "No man is for Lie, Limb. Goods, or L i i  at the SoVQCign's disaetion" (in 
Downie 19). 

' M n  also draws a p d l c l  h%wcen the "unfhmate lova", who feigns lwe and so cannot l m w  tbc joy of 
recipmd love, and the situation of Charles 1 in 1643: CharIes' self-rcprescntrtions as the lova of England were 
exposeci to be mere propagaada whm his armrous lcttas to his Freach, Catbolic quem wae  discovcrcd his 
(56). 



rheatrical rolr. Li'hen Gennids chastises Hanilet's seemingty escessive sorro\s. Hamlet is quick to point out the 
deiusionat arTïcts of his acting: 

Seems, madam! hay. it is ... 
* * * 

.. .These indeed seem, 
For they are actions that a man might play: 
But 1 have that within which passes show; 
These but the trappings and suits of woe. 

(I.ii.76;83-6) 

Chapter One 

Elizabeth Story Dono ( 1977) \ a s  one of the firn to argue that Marvell's quintessential qudiw is his 
"unhoopabIeW nature. hnabe l  Pattemn (1 978) initiated exploration into MameIl's interest in mediation by 
outlininy the socio-political dimension of public condua in the CromweiY Fairfax poems. S he addresses 
Xlanell's necessary adaptation of contempomy rhetoric and icons in li_Pht of CromweIi's unique constitutional 
natus. Michael Mckeon (1983) identifies the "problem of mediation" as the unifjing feature of Marvell's 
poetry. The problem ~Mckeon explains. arose tiom the seailarization of society and the failuse of the 
"transIatiow myth ro accwnt for the resultam changes. i.e. the W e r  of authority to a secular leader. 

' - ' ~ h e  experience of t he English Revolution," as Michael ,Mckeon explains, "contributeci to the modern 
discovery that the pubtic interest was not so much a sempiternal and transcendent mystery. administered by a 
succession of monarchical interpreters, as the pragmatic sum and interaction of dl pnvate interests within a 
siven political and geogaphical area" (53). 

' CromweII was offered the crown twice durin% his career, once in 1652 and again in 1657. The first incident 
was followed by much debate over whether Cromwell should accept an hereditary position and by Cromwell's 
acceptance of the position of protector on the _prounds that it restricted his authonty (cf. Abbott 455-56). It is in 
t his conte% with its invitation to adopt various fonns of  casuistry. that J. Pocock suggests the Alrrriur- 
should be read (38). 

John Wallace provides the seminal account ofthe influence of casuistry and engagement theory on the poetics 
and politics of ~Marvell. He addresses the "impartiality" of the Ode on p.74. Robert Hodse aIso addresses the 
"poise" of Marveil' s O& accordiny to these terms (see Chap. 4). For Appletm Horrsti see  mark Heuman and 
Znicker and Hirst ( 1993). 

' Lqouis. foliowing Aubrey. identifies Harrinyton as one of MameIl's "literary tnends" (1 23). 

9. Pocock. to whom 1 am indebted for much of my thinking in this chapter. does place Marvell's O& and f i e  
I-Ïrsr A m r i w r w ~  in the context of Harrington's casuistry (cf 1 977.3 1 -2; 3 8). although he does not recognize 
any Gothic elements in Marvell's poetry. 

' Marchamont Needham's 7k Case of lhv Commotwealrh and Harrington's Ocemiur are the prime exampies of 
tais that combine casuisny with republican theory. 

' Wallace shows how, within the casuistical debates of the civil war years, Conquest 'Ilieory could be used to 
support either the clairns of monarchy or those of pariiament. Xatural Law is particularly relevant to the 
casuist's claim to the nght of self-preservation according to Wallace. Pocock argues. on the other han4 that 
common law thought is the diamenical oppositc of ûothicism: where the former assens the uniqueness of 
England's legal system for al1 recordcd time. the later proposes a common history of liberty in the Westem 
world ( 1 987, 57-8). Yet. the two differing historical accoums reflect national sel f-awareness in a similar 
manner. As Richard Helgerson argues. the insular nature of common law thought "is the product of a constant 
sense of legal and national difference. a persistent awareness of a rival system o f  law against which Enslish law 



had ro detènd and detine itsetf' (71 ) Hamngon. in an? case. combined common lm\- though n i t h  Gothicism. 
and \!meIl rnirht have been intiuenced to do the sarne. 

" Oison Hunt notes rhar the blending ofthe poet's anfiil skills with the potenrial ofthe natural world at 
Sunappleton becornes an a n o l o p  for the fusion ofaction and contemplation in Applrfutr Housci (96). The same 
analog.  1 argue. holds true for al1 o f  the Cromwell and Fairth poems. 

LU Hocise esplains that the (political) revolution was followed by a change of paradigms in comemporw 
thought a shifi from Scholasticism to Ramism. Because the prevailing Scholastic paradigm was based upon an 
organic mode1 of society, it subvened the individual to the stare. civil law t o  na- law. and could not 
therefore. account for the collapse o f  the monarchy. MameIl adapts the Ramist casuistry of Anrhony .Ascham 
Hodge argues. because it allows for a Hobbesian distinction between civil law and n a d  law. and thus 
provideci g idance  durine the crisis o f  allegiance. But Mawell cwld  not. Hodge aryes. adopt the dichotomous 
looic of Hobbes mithout e~posing the contradiction of Royalin thouoh - the inseparability of pamotism tiom 
suppon for soverei~nty. Hodge thus r a d s  the "poise o f  the (Ick and the animation of  matter in the Amphion 
passage of the Armiwr- as manifestations of  the lack o f a  means o f  representing Cromweflian authority 
other than throueh deference to the kins. 1 hope to propose. by- contra.% a way of  accountina for these 
anomalies that does not require the supposition o f  Marveil's political affiliations. 

1 I Christopher Wortham uncovers the Hobbesian dimension of this dichoromy. comparing the active virtues 
attributed to "the forward Youth" and "restless Cromwell" (9) with Hobbes' emphasis on motion as the naturai 
state of human bein-s, and noting the contrast with Charles' resignation. 

'' Michael Mckeon explains that the O& marks a m i n g  point between old and modem concepts of 
sovereipty. 

'" A s  the "Falcon" ofthe republic. Cromwell is presented as the military instrument ofthe "Falckner," 
responsive to the Republic (11. 91-6). Michael Wilding. however. points out the deceptiveness ofthis images. 
(see note 10). 

14 Blair Worden notes the similarity between the imperialist campaign proposed at the end of  Ocratla and the  
parriotic sentiment of  Crornwefl's spread of  empire. p. 166. 

1s Blair Worden reads the "bleeding head" scenario as an allusion to the idea, eqressed by Milton amon% 
others. that Enpland would become a Rome o f  the West (p. 160). For the comple'rities o f  the allusion see pp. 
above. 

"' Michael Wilding m&es this argument in an insightiùl article on Cromwell's "wiser an" where he 
emphasizes the conspicuous absence o f  Leveller ianguase (especially the pejorative tenns of "ans" and 
"crattsmen" used to denote politics and politicians) and of  opposition to the Irish and Scottish campaigns. 
Cromwell's "wiser an" is. Wilding argues. to rnisrepresent himself as a naturaI force. responsive towards 
parliament. when he  is in tàct responsive towards the monarchy. By ailowing Charles to hang himself. he takes 
advantage of  the sympathy -nerateci towards the ruling elite, and uses it to suppress the radical forces. Where 
Wilding sees an endorsement of Cromwell's politics in the denotation o f  his "wiser art." I read the implied 
deceptiveness as an indication of difficulties facing the p e t .  as he mes to  present Cromwell in the p i s e  of a 
'translatio' hero. 

'' Joseph Mvianeo and Blair Worden provide Machiavellian readings o f  the Ock. 

I R  The qualities o f  industriousness and valour may weIl reflect the Machiavellian r e m s  for "industria and 
%mi" as Worden and Maaeo claim. In tenns o f  the perceived ambivaient tone of the O& though. it makes 
more sense to  tum to  the Gothic aspects of its casuistq: Machiavellian theory provides a means for asserting 
the legitimacy o f  authontarian nilers based on a radical disjoining o f  politics h m  t b l o g y .  where as the 
Gothic offers a means of scnitinizing the legïtimacy of such unconventional claims. Renaissance scholars. 
moreover. were generally less skeptical of  Machiavdli 's theones than l a t a  scholars. Only in the 1 gU> century 



did Machiavelli gain the reputation as villainous schemer and promter of ambition (see Victor Rudowski's 
introduction to nie Prixe: A Hisîorïaal Critique). 

19 Hodge reads th& mixing of physical laws with spiritwi laws as a witty aiticism of Cromwell's m e r e  
Puriuiriisrn, his ladc of spirihiality (p. 1%). 

M. L. Domelly highligûts the significance of Marvell's cmphasis upoa time and history as the medium 
through which Cromwdl lctn He sugsests tbat tbe pœt imitEtes Cromwell's baimonizing priaciples in orda to 
balance the protectds highly nligious nature with his sk.üls a s  r clasad statemm (sec pp. 16063). 

*' The issue of wbatiRi. classical or bi%lical imagay p#lominates in dK poern has been affectai by atWmpt~ to 
ground it within Mweil's political aîEWions. Wallace daims thai tbc millumiau passage 01. 1 17-58) doesn't 
quite fit because the poet is concuned with pasrisding Cromwdl to rcoep the crown. Chemailc claims that the 
religious imagay ofthe poern is syhonymous with its ' m e  endn (43). A J. N. Wilson, however, argues 
for the niutuatity of classical and biblical imagay in the poem, and reds the "higha force'' (240) tbat pisbés 
Cromeil imo adon as a rcflcction of îhe values of stoicism and Roman socnty, as much as it reflec~ tbose of 
Christianity (p. 264). Derek HirsC dcmoastrstcs, likcwise, that tbc poan can bc equally divided in tams of the 
number of iines devotai to ciassical and scriptural allusions. 

22 A J. N. Wilson makes this poixiî, p. 264. 

" A J. N W h  applks thh t s m  the CmrnweU of thehmbemry (p.262 Ha+ Mirvell fmeshadows the 
dideaical rclationship bawan the Smtimental and the Gothic h m d  in 18 eeaairy novels. In her study of 
"Gender and the Gothid Sentimental Myth in F m h n ~ e b , "  Mary Tbornburg desa i i  the Gothic as ïbe 
distorted mirror image of the sentimentai," (2) "the r e v d  or dark coqlaion of o v a t  smhadity'' (39). 
Applying this annition baclrwards on Maneil, it is possible to set the potential inversion ofCromwdss 
sentimental qualities whae bis authoritarian ledasbip ovahps witb his sole as 'Pata Patriae'. J. TompIans 
describes the "cuit of filial o b e d i ~ ~ c t "  as an importas abgenre of tbe S e n t i m d  W o n  (p.86). Accordhg 
to Tompkins, submission to paranal autbority is one of the most commonly used, cniotkmaiiy charged gesturcs 
of stntllnental fiction, and Wie complcmcnt of gerierais admission is the liaaality t h -  acccps ancl rcwards il, 
the magMnimous a u t ~ "  (91). Cromwell's display of compassion towlltds his cbiidren does, at least 
potdaiiy, undamine bis sidhonty. His symprthecic cqpgancnt ia the sufkïng of bis Aniiphter elicits signs 
of filial obediena a d  subjeaion to authority that rcidmc his rok as autocrrit. As he "slakeNsr his "tender 
burthen* upon Elizabah, he &vates a "Vvtucn in ber, so thut s k  cui respond with cornpliant "srniles serene 
and Words dixrccî," d g  bis %idden soui at w'ry ûunn (3242). Marveil isarguably caiiing the rationale 
of the Pater Patriae's authonty into queJtios whae hc acpsscs filial obadicnce in tams of suffering and 
death. 

24 Cornmon law tbo* is particuiarly evident b. By casting Cmmwcü as a sort of wntemporary vasion of 
St. Edward, the Confesser, MatveIl reiterates the Cokean versicm of Engiish history, the conception of h i s t q  
that daiied the Norman Conqucst. Coke argues that William the Coriquaor solidifiecl the ancienî laws of St. 
Edwad in a Magna Cut. 

25 Pattason claims tbe Cromwdl of the Annniersqy docs not quite fit the d e  of 'Turitan Puritabor S a s  
(p.74?). 

26 !ke Michaei M c k m ~  p. 5% for the collapsc of the poa's powm of d a t i o n  a t t d i g  CmmweU's death. 

Haunann dnws an inmeshg paralld hae with the coafl'i bawsen Justiœ and Ffte in tbt Ode, whac 
justice is similuly atFected by the oontmiplation of one man in his aaanp to align his conscierice with his 
actions (p. 35-8). 

For one thing, Willim's spparrrit monl victory is not as camplae as Haunami malces it out to be. In a 
brilliant article, Dmniel Jaeckle exposes a dialogic componcrn to the confrontation betwem William and the 



Prioress. The logic behind William's hesitation, his respect for both "Religion" and "Ri- indicates that the 
supposedly deceptive speech of the Prioress mus, according to f d e ,  contain some dement of ûuth. Tncth, 
Jzeckle concludes, canmt be given a privileged position within the dialogic sbuçairc of the pocm, but m u t  be 
detefmimd by the individual r e a d a  h m  the "hetaoglorsir of sixtacriib cadury religious discairsesn (269). 

question might be paraphrascd as follows: Wlmt Ibaild I, as ntnttcx, brvt W m  do, sincc it is 
consistent with his ctiaraaer t h  te would rrspea bah ntigion d W. nie iiirrttor is only able to 
overcome this problern by resorting to the use of mock baoic, thacby demonstrdng bow "Tiiinm gr- are 
in Iess contain'â" (424). As Rosalie Cotie aphins, the use of a mick batk highlights the difficuhy of living 
rdigiously in an age wben authmis, is loshg its rdigious Sinction (p.266). 

'' Cotie complains tbat the episode is dupropomoMtely long @265). 

32 Douglas Chambers explains that at the time of Marveii's mrploymcnt, Fairfax was aiso employing the 
S ~ M C ~ S  of Roger Dodsworth, an anticparian wbo was workuig on an extensive history of Enghh monasceries. 
As Chambers suggests, k e l l  probably drew his knowtedge of tbe amvent at Nunappkon from ï h h m t b  
@p. 14345). Marvell's history niay, t k d b r e ,  be collcaved as 8 ph@ imitation upoa an -ent ma- 
desigaed to account for the situation of tbe masa ofNunappletcm. 

33 Zwicker and Hirst provide a reiativcy conviacing a m  for this dating: the pœm hd to have kai 
written betwem JULK 1650 and auhunn 1652, withm tbe paiod o f h d l ' s  stay d Nunapple!on; i t  is unlikely 
~ t h e p o e m w a s ~ d u r i n g M a r v e l l ' s ~ s w n m a t h a e s i n a h e d y z a r r r s d ~ ~ F ~ i n t ) i e  
a m  of 1650; nor, was it Iîkely d e n  duriag the Iast simma of Marvell's stay since that was a suuunef 
marked by Qought and an eclipsc - ntitha ofwhich qpear in the pam By poses of eiimuirtion, it mut  
belong the sumrner of 165 1 - The assumpion that tbe poem was wnttai &ring tbe sunima months is supponed 
by the emphasis on feaindity at Nunappicâon, the fict th the 6elds ~ipparr to bc ripe tiw bvcs t -  

34 Mark Heumacm provides a concise history of the criticism on the nunnay cpisode, adking a shift of 
interpretation, Eom reading the passage to k a aitique of Fairfàx's rctirrrma to mnx unbident 
interpretaîions. H e m  himself: qgests tbit the e p i s o à  fits d y  witb the epideiaic bdion of the poan 
The Gothic aspeas of the praise, ho-, provide nrson, 1 betievt, to jus* the ranw of intaperitions 
given. 1 do not, though, conce~e of the ambivalmce of Fairfax's Gothic a r c n i  to provide a means of 
criticism, so much as a means of warning. 

3s 1 kllow Annabel Paîterson, wbo iasists ihat tbc praise fbund in thest poans is o&red conditioaally, ûltbough 
I do wt subsaiibe to the idea that it is ditional upon Fairfia and Cromwell hesding the advice of the pet. 

m g t o n  suggests, at the end of his O a o q  tbat t h  am Rtplbtic cm k w t a h d  drrougù an impaiPlia 
program of acpansion, which wiU allow England to sprcad civil Ii'bcrties by colonizllig otha peoples. 

Blair Worden srplains that the Royaiist pafcpion of Cromwdl nxmkd in tbe COntcmpUrary new- 
was of a "bad but admirable man". 

38 As Rostvig notes, Marvel juxtaposes the two modes 

39 In his biography of Mameri, Leigh Hunt traces the developmmt ofa "gardcnist paspedm" witbin thc 
"Yorkshire Poems" @p. 806).  Huit -es that the poa's blending of his art with the nanoal wwld in the 
gardens at Nuiiapplaon forms an analogy for the fùsion of action and conremplation (96). The same 
perspective is, 1 believe, devant to the m. 
40 Coolidge draws out tbe parailels berweai MarveU and M s  simihr use of o h m  in tams of tbe 
characteristic "poisen of their odes: the subject of both pets is said to appaw as the podua of the 
quaihies of oîiua Rostvig dmonstntes more M y ,  though, how Horace's 'batus iile" theme wu devclopsd 
into a science of ilisbadry t h  couid be usai to induce maditation and aitical thought. It is intcmting to note 
that Marveil's refac~lce to the "Bqgamot,' a ncw kind of perr that wrs producd by the new scicnsific mahods 
of the d y  17th ceritury, (Margoliouth 299) resonates with the "grafted" pears of Horace's cpode: "with what 



deli&t he plucks the pears he grafledw (Epode I/ 19). Where Horace's gafied pear is a symbol of the happy 
husbandman's devotional practicg though, Marvell's Bergamot is associd with p o t d  decepion That 
~Marvell was interestexi Ui the ww horticultural methuds as a metaphor for man's perverse engagemm in 
forbidden knowledge is  dent in 'Tk Mower against Gardens:" 

And yet these Rarities mi@ be atlow'd, 
To Mas that sov'raign tbing Md proud; 
Had be not dealt betwetn the Bark and Tree, 
Forbiddcn mixture thac to xe. 
No Plam now h c w  the Stock h m  which it came; 
He graffs upon the Wdd the Tame. (19-24) 

" While the Romans h o d  Man as the gxl of war, tby dso hdd bim to be the fatha of Romdus- As the 
fatber of al1 Romans he was idenhfied as the protaaa of the most honaurbk pusuit, @culture. Under tbe 
name of SiIvanus he was wwrshipped as tbe guardian of cartk. As wdl, he was idaaified with the deity who 
watches owr Roman citizeas. (Rhys, Ernest cd A Smdkr C W d  Dit-. Eveyman's Library, 1928) 

" Rostvig associates tbe trsppincss of  ferired camay with iht stoic withdnwal of the Royalists, which she 
presents as nearly completely inimicai to war faring Christian values of the Puritans. Marvell's use of the 
"translabo" myth bwever, demonstrates how the two camps could be brought togeth. 

43 Marshall Grossman details the siippage that oca~s betwcen fefcrcllces to the Fairfax estate and to MaweU's 
wem- 

Rostvig explains that John Evdyn, fôtlowing the Horatian Wicf in the bengn influence ofgardcns, proposad 
the formation of "a society of tbe paradisi cuitores, persans of antient simplicity, Paradisean and Hortulan 
saints" (Evelyn in m g ,  180). 

*.lames Turner reads the fost-like co-n of tbe gudtns as an diusion to rn aablan t y p i d y  uscd for tht 
purposes of educatïng young princes in the arts of war. nie anblem suggcsts the #ed to make learning 
enjoyable, illustrathg a garden trandom#d into a site fOr martial exacises. Tumcr claims that the invodon  of 
the emblem emphasises the importance of Maria's education, and the nad to aQp trsditional f o m  of 
education to the smiation a! Nu~ppletori - the W of a male k ir -  To diu ead, Turna daims, MarveU alters 
the emblem and dermines its normal association bcâwœn di tary exmises and hortiaiihnal pleasures. 

46 The foresight of England's "happy fate" is a rqonsc to tbe "bleeding hcad" and not the Nnning of the 
Architects, since "thatm in line 7 1 is in apposition to the bcad (Summas in Margolioutfi 300). 

47 John Wallace reads the lines on Cromwell's aea sword as an c w h e m a t  of his leadership of  the Scottish 
mpaign as an just war. He claims they invdce the Hobbesian notion that a magistrate's power derives tiom 
the acquiesçenœ of the people, tbereby cntnisting the magisnate with the powa of  the mord of war (97-8). cf 
also Worlham. E. E. Duncan-Jones' note on the erect sword provides a comparison with Needham's pamphiet. 

48 The apparent attempt to consave a classical architechpal orda rcfiects the coaservatism o f  the protmrate 
policies: the Instrument of  Government not ody failed to produce the elmoral dorms that radicals had been 
demanding since the beginnmg of the civil wars, but it acnully fiatha restricted the h c h i s e  accotding to tbe 
value of land owned; and akhough Cromwell maxeded in loosming the structure of the national church, the 
Instniment maintaineci tht system of tithes. 

49 Christopher Wortharn astutely commenu on tht Orwellii quali  of the iconography, p.40. 

50 Hodge explains thaî in the act of building the c o m m o n e  Cromwell, as Arnphio~ combines demcnts 
that Ramism prcviously kept sepmate: mind and mtna (16). "Al1 otha Matta Yidds, and may be d d ; /  But 
who the Min& of stubbom Mm can buiId?" (TI-8). 

As k g h  Hunt points out, Maria Ftllbx is dmirrd fa the same qualities displaycd by Caelia in Miirvdi's 
poem "To his worthy Fricnd Docior Witty upon his Transiaion of the Popihf Enors". Both womm are 
admired for maimainhg Mgnnlt's appmnt  t a i d  of Iiterary crititisni, t h  r proper translation requires 



anonymity on the behalf of the translater. in their personal anonymity. thou* both 6 p s  maintah a national 
identity that betrays an imperialist conception of language. Maria indulges "In all the Languages as hem," while 
Caelia does Iikewise: 

Caelia wbose English doth mon richly flow 
The0 Tagus, prreertkn dissolved smw, 
Andmreaasarchal ips that~ i t , she  
Now learns tbe tangues of Fma and Italy, 
B u t s h e i s C a c l i P s b l l * n o a b a ~  
But her own smiles c o m d  t h  loveiy Eice., 
Her native beauty's not Italianatcd, 
Nor her chas rnind into the Frcncb tndatai: 
Her thougbts are Errgüsh, though ha wit 
With 0 t h ~ ~  Language doth than fitly fit. (17-26) 

Engiish thuughts and an English wit arc apparcntly the bcst tools h r  adapting foreign tanguages to an 
individuai mind 

52 Lord daims that the incident didiaupts the epidcidc bsoure it prnems Wdiiis  active vinr in a favoraabk 
light, compared to Thomas' retïred nature! (65). 1 fead the rather gcnaal ailusion to "a Fairfax" as an indicarion 
of a virtuous ancesay, any meatber of  which would save eqwiiy wcli to tht task of resisting oppession To 
tfiis extent my reading is closer to M Haiman's eqwtion m e e n  Thomas' "consciencew and William's 
"respea" for "Religion,' althwgh the rdationship is not so simple. 

53 1 use the t m  "gothicists" as Samuel Kliga does, to d e r  tbosc who defendad the pmliamentary pnrogative 
by insisting upon the COCftinuity of Eiiglurd's Saxon cdûral institutions, ie. equating tbe old Saxon 
" Wrtenagemot" with the pst-Norman padhmnt. 

'' John ~a i iace  argues tbat Charles' a p p m  v i e s a n c e  in the d o n  scme of the Odt may k 
interpreted in tams o f  an abdicatioq vis a vis the amœpt of 'dux bellonim". This was r title applied to tbc 
triial leaders of the Goths who haâ, drtring timcs of political tunniil, kat devatai to the sûttus of King 
hou& pariiamentary i i i  deaion As elsacd npesentatives, Kings thu collceivcd, w r c  subjea to possi'ble 
dissolution @p. 8&90). Samuel Kliger traces tbc 17th ccnhuy rcvival of tbe "dm bellonunw to Richard 
Verstegan's Resîifutiiar of DaqedIriteIIigicllce, published 1628 ami qninted in 1634,'53 and 73. 

55 Amiabel Patterson points out the allusion, noting as Miugoliouth had, drat the lighting imagery in the &k 
recalls both Horace and Lucan's transiation 

56 Rosaiie Colie astutely descri'bcs the evecrts of the Meadow scene in terms of a series of "tramp I'oiel," that are 
used to estabtish a berne of disproportion, deformation, and in@ady, and to anphasize tbe relativity of 
humm perception. It is important to note tbat Davenanî's "Univasal Heardw are rnariipulaîed by the polically 
motivateci Levelers and can be interpretd as c i t k  iasignificant "Fleas" or Ilteniftively cis heavenly 
"Constellatïor;su, m n g  upon the pempedve oftht nada - whdba the feada l& t)aough the 
microscope or ops for the telescope. 

" Don Carnaon Allen, ch-. V. 

" ~obert  Hdge  c<plins that e d e m  kame mtorious for th& absurd distortions âuring the 17''' eabtry 
wben poets began to subject them to the demuds of reaüsm. 

" 9 Hdge c o d y  points out thaî tbe looming 8rusboppsl si- a d inversion of the d u c s  of 
the levellas, who play a dcfining role on the merdow (42). 

"~imii.n~lsiasarbyapatwbowgurid~im~~~~d~tbnmm.iod~arynbes'sof phot& 
Christian thougtxt, might have adoped a Pauiinc conaption of hope. St. P d  apmd man's pst-Irpsarian state 
with t h  of Nature: "the whok creition g r m d  and tnvaileth in pain.- (8222). nie nrtural world, 
accordhg to St. Paul awaits in expectation, abng with man, for tk ndanption of the body. The idea, Ibtman 
shows, was expandeci upon by and St. nK,mu Aquinas, who developad the collap of the 'lighî of 



Naturen. Thrwgh the light of  the natural world the invisible aspects of God are made visible. An e ~ c h a t o l ~ c a l  
interpreration of the natural worid provides, thercforq a means of d ~ p t k n  Hartman correctly identifies the 
mowds *niassacring" of the gras5 as a means of equaîïug man's body with the Mtural wodd, thaeby 
establishhg hope for redemption 

Stevcn Zwicker and Daek HPst desaibe thtwrCCSSIvcly smsuJ dcmed~ of'Hcrmcticism, a d  b t  
Fairfax's naïveté towards aich aspects of the reiigion wadd bave I d  hUn '~usccpl'ble to unfair accusathas. 
Even if he had not k e n  as consumed with fascbîioa t9r Henneticism as Zwicka a d  Hint claim, his 
antiquarian interests migùt bave IeA him equaily unawm of evats in the political arcna 

" Variws critics have ideatified similaritics behvœn Marvdi's seLf4Mdcd aarrator ad tk CO- 

attitudes of Milton's cornpanion poems, LX llegto and Penser- (Cotie 281 ; Wilcba 157; Wheder 47). Al1 
citations h m  Milton's poems are h m  the Norton Aniliolw ofî3@%h Lirerare. Ed. M H Abnnns et al. 6* 
ed. 2vols. New York: Norton, 1993. 1 : 1446-50. 

" Robert Wdcher commems on thc successive aages represemed by tht sight and sainds oftk ~ ~ O U S  bnds 
(p. 158). The nigfitingaie is supposedly used to signifL Fairh ' s  wisdom, r&ected in m a ' s  M o n ;  the 
stockdoves, with theu "nuptual ~ g q "  (524) da to Maria's imminem mwiagc; the baon's " m i e  to its 
Lord" (536) imbues Maria's marriage with a sense of provid- the "bcwd' warns the f a d a  tbat "our flesh 
[is] wmpt within* (555). On the standard emblematic intaprebtions ofthese birds sae also RosaIie Colie, pp. 
1S7 .  Robert Cumrnings argues (189-93), convuicirigly I th* thit the woods fàm a temple and nat a 
domestic refûge. The narraor's insistence upon domstic intapctrtions of tbe " f ~ l e s U  (564) emphasizes bis 
misunderstanding, the enor uiherent in his supposedly "easie' c o d o n  witb the crtaairts of the "growing 
kk". 

6.1 ~ d c h e r  identifies Francis Bacon and Rabat Boyle, amog 0th- as sciensisis who supported this tbeary, 
p. 157. 

Se. Deretc Hirst fa an explanaîion of tbc c o m b i i  of spiriaPl quesîing and croticism aRtbia the confines of 
nea-Platonism @p. 25û-59). 

Cntics of the pwm have idemifid a thanatic link bctwœn tb two episodes. AnnabcI Pattcrson finds a 
similar disquisitioo upon spiritual li'bertinism in thesc two episodes, which she says dniws attention to the lack 
of an exernplar of Protestant virtue in the poem @p. 102-108). Stevea Zwicka and Derdc Hint assert that tbe 
link extends beyond spirituai rnatters to retlect the difialties of aîienuating praise frorn Marvell's position as 
client (pp. 259-69). 

61~wicker and Hirst very perceptively note that tbe poet's xlf-stimulation in the wood scenc provides a paralid 
to the lesbian practices of the nuns (p. 268). 

a The belief that the English language is the original language of God was a kcy ttnct to coriteniporary tbemies 
about England's Gothic haitage. Samuel Daniel's D4feltse #Rime (1603), for cwmple, was based on the 
argument that chyme was a fegftrre of Engiish speech cxîending back to the immmiorial (Gothic) past Sec 
Richard Helgerçon, chap. One. 

09 Unfortunately, 1 bave been unable to Iocate t h  sourccs. 

Chapter Two 

' ~ n n r ~  Pattenon (1978) laid the gmudwat that mort rram schollnhip foilowq fdCOgLÙZiw the 
intadependence bctwecn authetics and politics in buth Marvell's lyrics and satires. nie apparent conmadiaion 
within the ksi I m t m c t i ~ ,  bawscn the satire of the kingdom in the body of the tmcî and the prrise of the king 



in the envoy, however. rernains a debated issue. Michad M c k m  recapitulates Wallace, whm he d s  the 
envoy as a defense of "thas last vestige of arcmm @pi, the doctrine that thc king uuuiot err" (64)- Steven 
Zwicker (1 990) anempts to smoorb over the contradiction by finding criticisrn of the king in tbc envoy, but be 
m a h a h  that ttiere is a "hihrc of moliaion in the envoy" (105)- A B. Chsmbers rddnsscs tbe Usuc most 
thocwghly, but his argwnent is so complexly i n t m c n  witb his ColllpMsOm bctwea Walla and Pasius, 
Marvell and Lucan , and betwcm Charles and Nao, thd 1 am unable to drrw any definitive conciusïoas (sec 
his Chapters 4 & 5). I bave, aonetheless, gleaned much însight hm Chimbas, as my citations indicate. 

2 While MarveU's satPt is usuaîiy nad in tams of b use of the 'advice to s psinta' gam (sec Zwicka, 1987 
242),I follow more cbsdy Annabel Paterson, who puts Marvdl's rdopioa of tbe gave in the watcxt 
of the 'Ut Pictura Poesis' tradition Panemou shows how MaweU dhhguirhcs himsdf h m  Wdla by 
adhering to tbe principle tbat paiating and poetry arc muhislly dependent. in his Instnidms, Wùicr msists on 
the supaiority of poetry ove painting in an appareni bid tbr Royal patmmgc. He suggests tbtt w)uk paintas 
can represent Royal pmmptive, vis à vis embimis, ody pats cm express the pmidcntial aspect of a 
rnonarch's reign: 

Great Sir, disdain not m this pi- to scind, 
Superne commander both of sca d land! 
Those which inhabit the œlestirl bowa 
Painters express with emblcms of tbcir power 
His chib Alcides, Phoebus his his bow, 
Jove bss his thmk, and your aavy y a ~  
But your great providence a0 colarn hac 
Canrcprcseti~narpebcildmwtbitare 
Whic h keeps you waking to 'iisarrr au pacc. (3 1 1- 19) 

By contrsst, MarveII insists upon the naituslity of the rcprestntational arts, a d  anphszes the iniportant rok 
that painting plays in politics, with allusions to Ruebens (PanerJoiS 163). Marvdl rhu iipbraids Wdlu's sdf- 
assurance with commcnts Wre, "Old Waller, T i u m p c ~ m  swwc he'd writd This Combat mer uni the 
Naval Fight" (263d). 

For this line of thiokuig 1 am much indebtd to A B. CtnmWs ru@ve comm>cimry reearding Mpvdl's 
portrait of the king: "hae the suggestim is that he mi@ as well be his own b d  ariisî" (167). 

Riebling explallis that Marveli puns upoa the & a d  mernings "rmicn (usually g b d  as "gmtes~uc*') and 
"antique," to provide his grotesque represcatatiorrs 4th ancient associations: utbaic was no nacessary 
q a m i o n  betweea the meanings of and auic this period - ancient and grotesque styles wae deaucd 
synonymous.. ." (1 54)- For supporting evidence regdiag the shatad etymology of these words sec tbe editorial 
commerrtary on Milton's II Pememm, M H Abram (ad) ï7me N o m  Aririiodogy qfE&Iish Li&rpnae. Vol 1. 
6m dition, p. 14% 

Michad Mckcon outlina M ~ i c l i ' s  skepticïsm of the acu science ad hU (hnnanist?) f%tb in ability o f d m  
to counteraa "moral and social ills," noting that MarveII "embraces the powa of human art to domi art" (63). 

6 in the Ihird Adwice, for example, the court portraitist Peter Lely is *eaad out of fear that his Tcnciis may 
inteiIigence irapart" (4). His naturalism may be too nvealmg, Pstterson explains, and his work necds 
paradoiically to be veiled in orda uncova tbe comiption in the dmidty. 

7 Jacqueline Howard highlights tbc advamges of such an appach to the WC vis vis Bakhtinian thaory. 



In a letter to the Mayor of Hull, -11 expresses his desire to be "of vay good senrice to the publick" while 
describing a pariiamentary inquiry into the militia money (in Parterson, 1978, 126). MameIl's defénse of 
individual conscience is usually associated with his pamphlets, but more devani bac is his desire to praect 
Edward Hyde h m  an unjus& impeachment. k g  parliarncmuy debates over t h  apgopi9te measirres to be 
taken against Hyde, Marvell spoke agaimt changin8 tbe c r i d  hws simply to ailow for "a sudden 
impeachment by r e m  ofthe püness  of thc person'' (Grey, 14). 

'O 1 foliow A B. Chamber's reading here of the dusion to Pliny's stay of Rotogencs, p. 13 1. 

" Patterson diunisscç the alhision briefly, p. 162. Chamben maitioru the appirrmly Py@on dimension of 
the story, p. 1 3 1 .  

12 S i  Gregerson explains, is based upon Ovid's Scyila, who arpaieuced sesalienation when part of h a  body, 
her "alwsn (a term referring indiffiently to "stomach" or 'îwomb"), was poisoned with jealousy and 
transformed imo a pack of ravenous dogs (208). 

I3 The 'unkùld' heUhounds tbat "kemel" in Sin's 'tvombn (Parodîse Lusî. iL 658; 798-80) are revised in 
Marvetl's poem whcre k d e ~ ~ ~ I b e s  the Excise as a "Mungrel Beast'' (146) a d  k a t e s  ba b i i  in "Dog Daysn 
(1 43). There is no a d e n c e ,  however, that the Excise experiences seif-alienation in the way tbat sin does. Male 
sex organs are, morcover, as suscqhile to and uncamiy d a t i o n s  in thc Lmt IrrSarUcfioy~i~, as 
are female sex oqam. 

I4 BarbafaRiebling argues fbrthhreadmg whcnugiassenD-s" is l u a m i e d t o b e Y ~ D u i c c g  p-140. 
Margoliouth explains that "glassen Dukes" would %fa to the short-livad childm of this marriage, Charles, 
Duke of Cambridge (1660-l), J~UIICS, IWre of W d g t  (1663-7), ud Charl~~, Duke of K d  (1666-7)" 
(353). 

'' Steven Zwicka, 1987, higtdights the dichotamy bctwœn the " n d y  anonymou gemry" and the '8attay of 
name and personality" that constmncs the desaipion of tbe Court (24243). 

I6 Heiice, the evident caution of the poet whcn k assumes the d e  of a 'corintry pcasant' (95960) in orda to 
advise the king that "Courtiers, are but his disclscn (952). 

" The dichotomy between Epic and Romance does not quite mesh witb that between cwrt and country, Unce 
not ail couritry members are members of the "ûross ofEngiish gentry," and swie enta battle with private 
initiative and the seIf-centredn~ss of epic h a o e ~  (cf, 11.268-72). Thcif divasity, Lievathcless, is a m'bute to the 
more liberal piinciples of the Country Party, which docs remab unital in its d e f i  the absolutkt Excise. 

l8 nie threatening ''French" influence Mps to solidift tbe combination of political, d e t i c ,  and social 
dichotomies in the poem. Richard Helgerson explains that the aqurtion of caut with a sanctioned @CS and 
sovereign power was most emphatidly d e  in Frrna, unda the guise of naoclassicism And the threat of 
French neoclassicism was, at least within the war over thtatre, t y p i d y  chamcterized as femaie and ailhirally 
enervaîing influence (cf. Braverman, pp. 870-71). 

l9 Even during the battle the court/ anrnt~~ distinction kgim to erode. Dainel J d c  points out thal the 
upright, h i c  members of the gentry are somewhat raducsd in sttairie by meaw of üieir engagemen! with the 
corrupt court members (378). Imerestingiy, the amiagiou qdity of court conuption is expressed by mcans of 
a painteriy metaphor, whcreby the country victoty is belittid: "To =nt or Write) is longa Work, and barda 
than to fi&* 

" The incident provides an aihtsion to an aarul pbiic spectacle, in +b tbe consrable of Olscawich wu 
publlel y hurniI*ied for hving ailowed h i d f  to k kPm by hi, wife (Ma~oliot& 363). 



John Wallace explains the political implications of the "Skimmingmn Ride" in its intemationai comext, 
noting how the marital relations assigned to England and H o k d  imply that t k y  are in fkct ancieut parmtrs, 
"not naniral eaemies, and that t k y  had allowed th& neighbon to d e  fools of than" (p. 168). 

= A B. Chambers comments on "why this wbole picturc seuns p d y  out of hau," (164) a ü r h h g  the 
inappropriataiess with which Dougîss is edogized to the amupth of tbe timtg and suggestiag that MweU's 
use of classical dlusions COllStjMes an attcmpt to bring credibility to tbc a h w ï s c  inucdi'bk bem (165)- 
Riebling notes thaî the "lascivious t o n 6  ofthe scenc is "dccpiy didistrnbing to tbe mentional comfOrts of 
elegiac v-" and to "tk poem's d g i a  fbr an age of haoisn a d  pirity" ( 1 4 8 ) M  Jaeckk fin& in 
Marvell's panegyxic, "a passage ulat seems eerily umed in a world compriscd of 'DrunkPrds, Pimpg and 
Fools"' (379). 

24 Steven Zwicker, 1987, suggests that the m y  provides an idcd ncoaciliation of court and country. 

zs Steven Zwicka (1990) aptly describes i h g &  as, both "hao and victim: the embodimcat o f  loyaity and 
honour, UK innocent saaifiad to the flames QePted h m  the u n n t ' s  Iust and dishonour" (101). AB. Chambers 
likewise suggests that Douglas (iike Hercules) is fofced to Hl hirnseifwhen his spouse (England) acts 
treacherousiy, by marrying Charles (164)- 

Joseph Messina aptiy d e s c n i  Douglas' amique q d t i e s  as "childishly tbough channingiy out of tauch with 
the compelling realibes of his tir-" (303). 

n Messina argues that hfarvdi chooscs an inapppriately young, passive, and nahe figure in Archibald 
Douglas to indicate the changing conception of haoism. His argument tbat Marvell's redenaition of haoisrn 
here looks forward to the "antihaoic agc which Englïsh lit~ptuft was d g "  (300) suggests tbst h.llrrvtU 
may prefigure the Gothie literary convention of the anti-hem. 

"A B. ~ b a m b e n ~ i n t b c r c ~ i a t r u i ~ u s i o n t o ~ & ~ ' s ~ ~ o f ~ n t i i l ' s  ~uierabout~hebe~ityofa 
bee encased in amber, whae Harick -1s at the ability of m to PUiSfÔrm acsbctically displeasiag objects 
(162). 

" in 7 . e  LoplI Scot7 M i M U  uses the Douglas episode (U 6449-496 of tbeïmtl-ans) to support an 
argument for the union of Edand and Scotland, and he attracks the "Shibbolah" (246) of national identity. 
Ariliabell Panerson argues that these h n  indicate a pattern of growing suspicion towards the mahods of 
forming nationai id- (1 996,226). Natiod identity d o s ,  indcui, appar as a divisive force in the h 
ihîmctiuns7 where the English gentry are resistors ofthe W g n  intrigue thrtrtcned by court infiuenocs. And 
that conception of naîiod identity is undehned by the rnallcability of the poems main nationalist figure. 

m~ am partially indebted to A B. Chambers fbr ismenùiag this aimfscnoc of desire. Chambers amibitco the 
"coIouration and tonen of the scme to the desire of the nymphs (162). 

" For Greg-n the t e m  has a sophisticatd bricai sipifi- fcfimhg to "rrJm bat separates two 
parts of likeness, the diflércnce or defcct that distinguishes Iilceness h m  id- and whicb serves as  a 
foundation for meaning making by a pmcess of "relation" (170). In the contnrt of Marvdl's pomi, the l i tnid 
moment arises when the king and the reda are forcd to co~tempiate the d a b o n  bctween the ic~nography of 
state and the visions of  the king behiveen national and p d  desirc. 

32 The psychological setMg of the "calm homan" ecboes the limid moment at Nuntpplcto~ whae the 
future of the Faifiixian lincage and of Engüsh PmtesUiMjsm arc -en( upon Maria's mrrrùgc. She 
prolongs the crucial moment of "choiaw (744) by artadhg the pat's dayiigbt barn, suspding twilight: 

nie rnodest Hdcyon comes m sight, 
Flying bawird Day and Nigh; 
And such an h o m  d m  and dumb, 
Adrni~g Nature does bcnum. (669-72) 



"Nature is wholly vitrifi'd" (688) in the moment, providing a clarity of vision t h  ailows the m a t o r  to 
structure his seemingly riindom pmbulations on the Fairfa estate into an ordaed tableaux (cf st. 
LXXXVII). Maria provides the landscape with scnmm, bccause it is h u e  that sbe has spent "studious Hcw~," 
(747) amternplating how best to unalgpmaîe h a  pasonai choie ofa husknd with the political riole oftk 
Fairfax family. Personal and political histories rirc suwedblly molded with nrtiorul and p o v i d d  concarr~ 
through a marriagt tbat recrpitulates tht Pmcsm Rchndon (sce pp. 468). By con- C M e s  W s  to 
combine his pasonal intawt with tbc coacans of his public; he is incapable of aihanciiig vision in the way 
that Maria d d .  Foreign invasion has soilad the genii and nymphs (the equivtleot of* Hdcyon) thit waild 
facilitate such a relation 

1 am indebted to Wdace, hat and elsewhcre, fk recognition of the anti-Frrncti elcments of the pocm He 
h d s  in it "a doaiment of some importana in the history O f the devebpment of anti-French sentiment in 
Englad'' ( t 72). 

35 TheSe f m  were later subsumiued when tbe Trraty of Dover (1672) camt to light, exposbg Cbarlh' oecrei 
agreements with Louis MV. 

H ~ l ~ i t i s t h e l i ~ t h a ~ ' i n f e d ~ ' i t ~ e u y t o r s c h o w b a x d o n l ~ ~ ~ o g y , t k  
infection could enta the 'ln+@ bcams that dart alorig a d  g W  From his clear Eyes" (887-88). The king's 
eyes can be d e s c r i i  as anything but "clear" in the imrnediily fôllowing sesies of visions- 

37 1 have not encountered any rcview ofMarveU's poem that orplares this cornieaion 

38 ~Many aitics have obsaved this or a similar rdatiOIlShip. Soe Waüacq 163. 

39 John Miller, highlights the extent to which Marveïi cunftses the tams "popay" and ''arbitrary govarmient," 
and notes th the tendmcy to i d e  the two "had its mots in the Uri-Cadrdic traâiin and was greatly 
strengthened by the example of Louis X W s  regime in France*' (149). 

40 JJL Joneq explains the political motivations behind C M e s '  nrpposed suppmt for rrligious to ldon (1 51). 

41 1 have not examined all facets to the debate over the autborship of thse poems, but 1 adhat to the gcneral 
t r e d  to accept tbc Sacoud and Third Advices as Msrvell's and to rejea tk Fauth and FrAh Sae note 4 above. 

42 In a shortsighted anempt to Save rnoney the govanmat devisai a system of paymea for the navy involving 
tickets rather than money. Gnevances ova jack of papa payrnent aused the AtPrrtinn of some English 
officers to the Dutch 

43 Tbe gender specific term tbr a scapegoat is usad intcntiody hae to highhgùt even iu inappropriataicss. 
The ultimate fall-guy in the poem is arguably the seaningly non-gendaed Douglas. 

'' Zwicker (1987) disaisses the combination of style and polanic in the Adh'ce poans. 

45 The point is made by Chambers, p. 1 71. It is also signifcmt, as Chambas notes, that these lines echo the 
syntax of Waller's envoy, whac he celehates the king's authonty vis à vis its embl«ns: "Hïs Club AIcides, 
Phoebus has his bowJ Jove hss his thunda, and your mvy yod' (3 1 5-16). Marvcll thus undexmines the 
direction of Waller's connedion betwccn the royal iconognphy and the king's powzr. 

46 Zwicka (1 990) draws the parrallel, p. 105. 



1. ''Nihi1 reliqui" (emblem 128). Alciati, Andrea. Emblemuta Cum Comnentaris. 
(Padua, 162 1) New Y o k  Garland Publishing, 1976, p. 548. 



Vwtic~,rqnatws do$ I~vrefiit amid## 
Arnrawk nr tms cwtem,hmiq; rwbmt~s 
CwEpidi6w parais r n ~ l t i s  a tuere rw)~W'.  
Singulatium Ixuîia tum dcf i r ip r io~-&  
piau ram mor rtrdcmus. 8 Vbi diqaid 
ilhftrarioirin huirs cpiggrph~ pcrtU#i' . . 

ptxmifctimus . 
NIUU RELI:<VZ] Hcc cpigm hep* P ucgbii~m o:ct, c i  fimi:c,qi~od v urpattit 

* .--m. 



II. "The Sword Hath place, tiU War doth Cease; And, Useful is, in thne of Peoc+" 
Wiîher, George. A coUection of emblems anciem and mOctem. (London, 
1635) Columbia: University of South Carohna, Book 4, illustration 30. 



7- Yew: mag giw the LAW e t  her &, 
And, wme, tr>, M:pSh, Idr pcâ may îkw. - 
For, Xmgd~=:~*, mr i0 WH# wi Puce, an &d9 
Excepc the S-i harn r l w q  fime cokmmd : 
Y-, t hac&;;r whirh air fo& corne, 
~rmcJickc  Fm, xriN cKe dcv- Y h- 
And,Jr.~~~qcr&o~wr tbcpcicdu1f k r r  wiii hume, 
7 n l d e  wi& mrjikk ff hgs, t ~ c ~ v i c s  th? m e .  

Confidering chis, i.c Joac bce fo iniws~e, 
Th<; ~ W W  t j  -:dl- Sc! protcdliaa to defjjife : 
G :, th in> c S:i: ptaûice of tbis &-fwd, - 
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