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CHAPTER I 

INTRODUCTION: THE POLITICAL POETRY OF 
JOHN DRYDEN AND ANDREW MARVELL 

With jubilation shared by the nation, John Dryden in 

"Astraea Redux" welcomed the restoration of Charles II. 

No such joyous panegyric issued from the pen of Andrew 

Marvell, who later became known among his contemporaries 

as the most skillful satirist to oppose the court of 

Charles II. Marvell's role as antagonist to Charles II 

prompted Dryden in his Preface to Religio Laici in 1682 to 

larnbast Martin Marprelate as "the Marvel of those times," 

"the first Presbyterian Scribler, who sanctify'd Libels 

and Scurrility to the use of the Good Old Cause. 111 Dryden 

also claimed in Epistle to the Whigs that the Whigs stole 

the plot for the "seditious" pamphlet No-Protestant from 

Marvell's An Account of the Growth of Papery and Arbitrary 

Government in England. Thus, Dryden aligns Marvell with 

the forces of sedition and treachery and reduces his 

political poetry to the level of libel and invective. 

1 John Dryden, The Works of John Dryden, eds. Edward 
Niles Hooker and H. T. Swedenberg, Jr., II (Berkeley: 
Univ. of California Press, 1961), 106. All further 
references to this work appear in the text. 
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Similarly, Marvell citicized the quality of Dryden's 

poetry. In "On Mr. Milton's Paradise Lost" Marvell 

a ttacked Dryde n with a disparaging refere nce to him as 

"the Town-Bays" who "writes all the whil e and spells, / 

And like a Pack-Horse tires without his Bells . 112 Further

more, Marvell took his title The Rehearsal Transpros'd 

from Buckingham's The Rehearsal, a drama satirizing Dryden 

in the character of the bombastic Mr. Bayes, and gave the 

target of his own satire, Samuel Parker, the name of 

Bayes. Thus, Marvell satirizes the "infinite tautology" 

and the "presumption and arrogance" o f Parke r's style by 

alluding to these same qualities Buckingham satirized in 

3 Dryden's style. 

The origins of these critical attacks lie in con

trasting perceptions of the leadership of Charles II. 

Whereas Marvell devoted his political energies to serving 

as a member of Parliament for Hull from 1659 to his death 

in 1678 and his literary skills to attacking the policies 

2 Andrew Marvell, The Poe ms and Letters of Andrew 
Marvell, ed. H. M. Margoliouth, 3rd ed . rev. by Pierre 
Legoui s with the collaboration of E. E. Duncan Jones, I 
(Oxford: Clarendon Press, 1971); hereafter cited as 
Poems in the text . 

3 Andrew Marvell, The Complete Works of Andrew 
Marvell, ed . Alexander B. Grosart, III (1872; rpt. New 
York: AMS Press, Inc., 1966), 224; hereafter cited as 
Works. 



of Charles II, Dryden in his poetry defended the govern

ment of Charles II and served as Poet Laureate and 

Historiographe r Roya l under t he r e stored mo na rc h . Bot: 

3 

Dryden and Marvell accepted the return of Charles II af te r 

the Commonwealth government had failed but painted in 

their political writings different portraits of his 

leadership. Whereas Dryden viewed the restoration of the 

Stuart monarchy as a return to tradition and order, 

Marvell came to oppose Charles II because Charles did not 

confront the corruption around him. 

Despite t heir opposing points of view toward 

Charles II, both Dryden and Marvell wrote elegies on the 

death of Oliver Cromwell, and both celebrated Cromwell as 

a strong leader who brought order out of the chaos of 

civil war and depicted him as a dynamic individual molding 

history. The two writers began their political careers in 

Cromwell's government. Dryden was believed to have held a 

minor post in Cromwell's government, perhaps as an 

employee of Dryden's relative Sir Gilbert Pickering, 

Cromwell's Lord Chamberlain. 4 Marvell held the position 

of Assistant Latin Secretary, a position for which Milton 

4 Charles E. Ward, The Life of John Dryden (Chapel 
Hill: the Univ. of North Carolina Press, 1961), p. 17. 
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recommended him. S. K. Heninger, Jr., makes the following 

assessment of Marvell's role in Cromwell's government: 

During the Cromwell government, Marvell was so 
diligent in noting important occasions and so 
politic in speculating upon their significa nce 
that he has been called Cromwell's unofficial 
laureate.5 

Hence, Marvell's role as "unofficial laureate" for Cromwell 

is similar to Dryden's later task of supporting and defend

ing the political l eadership of Charles II. 

Several critics have noted the literary kinship of 

Marvell and Dryden. For example, Tucker Brooke c ompa res 

the argumentative and satiric ta lents of the two writers: 

Marvell appraises Cromwell's government and 
personality in heroic couplets which, for finish 
and argumentative skills, have little to learn 
from Dryden. Dryden is likewise anticipated in 
two satires: Fleckno, an English Priest at Rome 
and The Character of Holland. 6 

Likewise, J. B. Leishman perceives the similarities 

between the two writers: "Sometimes when reading Marvell 

I almost feel that I am reading a more sensitive, more 

5 S. K. Heninger, Jr., "Marvell's 'Geometrick year': 
A Topos for Occasional Poetry," in Approaches to Marvell: 
the York Tercentary Lectures, ed. C. A. Patrides (London: 
Routl edge and Kegan Paul, 1978), p. 87. 

6 ' II ' ' Tucker, Brooks, "The Renaissance, in A Literary 
History o f England, ed. Albert Baugh, 2nd ed. (New York: 
Appleton-Century-Crofts, Inc., 1967), pp. 669-70. 



essentially poetic Dryden. 117 A. L. French also sees a 

greater poetic sensitivity in Marvell than in Dryden. 

French compares t echn ique s in Ma r v e ll 's "Hora tian Ode" 

and Dryden's Absalom and Achitophel and concludes tha t 

Marvell was more in touch than Dryden was with the 

complexities of political events a nd with classica l and 

biblical values. 8 Other critical comments concern the 

relationship of Marvell's satires to Dryden's. Pierre 

5 

Legouis, for example , says, "Whe the r or not Ma rve ll 

des e rves to be called the prime English satirist for a 

brie f period (1667-75) his chief title to a p l ace i n the 

hi s tory of the g enre rather resides in his paving the way 

9 for Dryden. Agreeing with Legouis is Warren Chernaik, 

who calls Marvell's La st Instructions to a Painter the 

f d 
I • 10 orerunner of Dryden's an Popes satires. Finally, 

Caroline Robbins states that Marvell produced "the 

7 J. B. Leishman, The Art of Marvell's Poetry (New 
York: Funk and Wagnalls, 1968), p. 23. 

8 A. L. French, "Dryden, Marvell, and Political 
Poetry," Studies in English Literature, 8 (1968), 397-413. 

9Pierre Legouis, Andrew Marvell: Poet, Puritan, 
Patriot, 2nd .ed . (Oxford: Clarendon Press, 1968), p. 191. 

lO Warren Chernaik, The Poetry of Limitation: A Study 
of Edmund Waller (New Haven: Yale Univ. Press, 1968), 
p. 19 3 . 



best political satire before Absalom and Achitophel" and 

11 calls him a "brilliant satirist and able pamphleteer." 

6 

Whereas these critics briefly compare Dryden and Marv e ~l , 

no study has compared in depth the works o f these two 

authors who responded to the same polit ica l environment 

and worked within the same literar y traditions and g e nres . 

Ge orge deF. Lord expresses the value of exploring con

trasting points of view in Restoration political poetry: 

The juxtaposition of a heroic poem like Waller's 
Instructions to a Painter or Annus Mirabilis 
with satiric poems dealing with the same figures 
and events shed s new l ight not only on the 
events themse lves but on the t e chniques of the 
he r oic and satiric modes in topical poetry. 
The poems of Wall e r and Dryden, of Marvell 
and Rochester, are mutually illuminating.12 

Therefore, a comparison of heroic and satiric perceptions 

of the political leadership of Charles II and of Cromwell 

by two of the Re storation's leading political writers pro

vides the basis of this study. 
\ 

Both Dryden and Marvell wrote poems to praise or 

blame the leadership of Oliver Cromwell and Charles II 

11 Caroline Robbins, The Eighteenth-Century Common
wealth: Studies in the Transmission, Development and 
Circumstance of English Liberal Thought from the Restora
tion of Charles II Until the War with the Thirteen 
Colonies (Cambridge: Harvard Univ. Press, 1961), p. 52. 

12 George deF. Lord, ed. Poems on Affa irs of State: 
Auqustan Satirical Verse, 1660-1714, I (New Haven: Yale 
Univ. Press, 1963), xliv. 
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and to influence the political climate of England in the 

seventeenth century. The concerns of praise and blame, 

o f panegyric and sati re , are onc e r ns of e p ide ict ic 

oratory, and both writers drew upon the rhetorical t radi

tion of the epideictic to compose their works of praise 

and blame. Since both Dryden and Marvell wrote to 

persuade their seventeenth-century audience and to 

influence political opinion, a rhetorical approach to 

their writings would seem e spe cially fruitful. Although 

critics have devoted some atte ntion to rhetorical form in 

the political works of the two writ e rs, they have done 

little with voice, rhetorical figures of style, or 

specific rhetorical techniques associated with satire or 

panegyric. The focus of this dissertation, therefore, 

will be a comparative analysis of the rhetorical tech

niques e mployed by Dryden and Ma rve ll to cre ate heroic 

and satiric pol i tical port r aits o f Cromwe ll and Charles II. 

Because of the similarities of historical background and 

of choice of subject matter, a consideration of selected 

works of the two poets should provide evidence of the 

contributions of rhetoric to their portrayal of political 

character, of the place of the genres of satire and 

panegyric in the literature of the late seventeenth 



century, and of the ways in which these two genres were 

influenced by political developments. 

To provide a background for analyzing tec hnique, 

Chapter II will discuss four traditions underlying the 

heroic and satiric political portraits o f the two 

writers: first, the classical tradition of epideictic 

8 

oratory; second, the epic or heroic tradition; third, the 

Theophrastan character; and fourth, the traditional 

association of poetry and painting that became the bas i s 

for a new genre during the Restoration: the advice-to-a-

painter poems. Chapter III will discuss poems of praise 

by both writers: three poems of praise by Marvell, "An 

Horatian Ode upon Cromwell's Return from Ireland," "The 

First Anniversa r y of the Government under O. C." and "A 

Poem upon the Death of O. C."; and three poems of praise 

by Dryden, "Heroique Stanzas to the Glorious Memory of 

Cromwell," "Astraea Redux. A Poem on the Restoration of 

Charles the Second," and "To His Sacred Majesty. A 

Panegyric on His Coronation." Analysis of the Cromwell 

elegies will provide evidence of Dryden's and Marvell's 

view of the Protectorate after the death of Cromwell. The 

other poems of praise represent thematic parallels. "The 

Horatian Ode" vividly describes Cromwell's forceful entry 

into political power, just as "Astraea Redux" depicts 
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Charles II's acceptance of political leadership, and "The 

First Anniversary" parallels "To His Sacre d Majesty" in 

that the poems assess, re s pectively, the first year of 

Cromwell a nd the f irst year of Charle s II i n power . Tl.e 

method employed in this section of the d issertation will 

be a careful reading of the poems themselves in the light 

of established seventeenth-century rhetorical theori es 

and practice s. 

The qualities of political l eadership admi red a nd 

def ended by Dryde n a nd Marvell and the methods employed to 

delineate these v i rtues having been e s t ablished by 

analyzing their p o ems of praise, Chapter IV will turn to 

the maj or poli tical sati r e of e ach wri ter, Marvel l' s The 

Last Instructions to a Painter and Dryde n's Absalom and 

Achi t ophel. These two satires represent contrasting per

cepti ons of the leadership of Charles II. The relation 

ship of Marvell's satires to Dryden's deserves further 

attention than critics have given it. Marvell as satirist 

has been cited as forerunner of Dryden, but exactly what 

contributions he made to satire in the Restoration period 

and what specific ways he anticipates the satiric tech

niques of Dryden have not been fully explored. Analysis 

of these two poems will center upon a discussion of f orm 

(disnositio in classical terms) and s tyl e (or elocutio) 
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and will include major rhetorica l figur e s as set fort h i n 

the r hetorical man uals of the time . Such ana l y s is wi ll 

provide a con c r e t e basis f or c ompari n g sa t i r i c techniques . 

Brie f discus sions o f other satires by the two wri t ers 

wi l l aid in t h is comparison. Chapter Five wil l be a con-

eluding discussion of the rhetorical techniques, f orms, 

and strategies that Marvell and Dryden use in their 

epideictic poetry to depict the political leaders hip of 

Oliver Cromwell and Charles II . 

In a ddi tion to their tasks of supporting, defend ing , 

and criticiz ing political l eadership, other p a rallels con

nect the political poetry of Dryden and Marvell and l ink 

the two poets in a comparative study . The ir close 

association with political leaders and their positions in 

government no doubt stimulated their interest in a number 

of political issues of the day. Cromwell's ascendancy 

gave rise to the question of the nature and legi t imacy of 

his power. With Charles II's return to the throne, the 

question became one of balance of powers between king and 

P 1
. 13 ar iament. Dryden's and Marvell's poems demonstrate 

diverse responses to specific historical events or persons, 

13 George deF. Lord, "'Absalom and Achitophel' and 
Dryden's Political Cosmos," in Writers and t he ir Back
grounds: John Dryden, ed. Earl Miner (Athens: Ohio Univ. 
Press, 1972), p. 181. 



such as the following : Charle s II's management of the 

Dutch War and the political leadership o f Lord 

Chance llor Clarendon. 

11 

Because they responded to political issues and cr ise s 

and sometimes changed their positions, both Dryden and 

Marvell have been accused of opportunism. Dryden was 

lambasted by his enemies for shifting from his elegy in 

praise of Cromwell to his arden t support of Charles II. 

However, as Christopher Hollis explains, Dryden's change 

from Cromwellian to monarchist in 1660 was "not a unique 

14 apostasy," and one remembers Samuel Johnson's oft-quoted 

remark conce rning Dryde n's change in allegiance: "The 

reproach of inconstancy was, on this occasion, shared with 

such numbers that it produced neither hatred nor disgrace! 

If he changed, he changed with the nation. 1115 Marvell was 

also accused of changing allegiances, moving from poems 

with roya li st leanings such as "Tom May's Death" and "To 

His Noble Friend Mr. Richard Lovelace" to overt support 

of Cromwell in "The First Anniversary." J.B. Leishman 

describes Marvell's sympathies before 1650 as 

14 h . h 11. D d ( L d C ristop er Ho is, ry en on on: Duckworth, 
1933), p. 17. 

15 Samuel Johnson, "Life of Dryden," in The Works of 
Samuel Johnson, LL.D., XI (Edinburgh: G. Gaw, 1806), 135. 
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anti-Cromwellian, "royalist, aristoc ratic and anti-

• II 
16 , 16 3 11 h , h puritan; yet i n 5 Marve soug ta post int e 

Commonweal t h government and in hi s political writ ing s 

expressed his e nthusi a stic admiration fo r and support of 

Cromwell. Analysis of Dryden's and Ma rvel l's poems o f 

praise and blame will a i d in tracing the evolution of 

the ir political beliefs and in clarifying changes in 

their perceptions of political l eade r s hip. 

Another p a rallel between the two poets is the 

importance which orde r and stability held for Dryde n a nd 

Marve ll. At the heart of the political poetry o f each 

writer is the strong desire to avoid another c i vil wa r. 

Indeed , Paul J. Kors h in sees the central conce pt of con

cord in the poetry of the middle and l ate seventeenth 

century; he describes this themat i c concern as a "quest 

for stability in political and social life and an 

analogous search for orderly methods of creativity and 

17 aesthetic procedure." Similarly, Earl Miner cites the 

theme of the possibility of ruin without restoration in 

the works of the important satirists of the Restoration 

16 Leishman, pp. 12-17. 

17 Paul J. Korshin, From Concord to Dissent: Major 
Themes in English Poetic Theory 1640-1700 (Menston, 
Yorkshire: the Scolar Press, 1973), p. 3 . 



period: 1 8 Dryden, Rocheste r , Butl e r, Marvell, Oldham. 

Their desire for stability and fear of violent upheaval 

prompted Re s t oration write r s to draw analogies between 

the arts and the b o dy ; betwee n the commonwealth and a n 

ordered universe; and between the artist and the 

19 statesman. 

13 

This theme of order and concord is reflected through-

out the works of Dryden a nd Marvell. In d iscussing 

Absalom and Achitophel, Bernard Schilling exp l ains that 

Dryden created "a mythology of order , 1120 and Geo r ge 

d eF . Lord discusses the central myth of renewa l af t er 

21 crisis, defeat, and destruction in Dr yden's poe try. 

Dryde n's works reflect his desire t o avoid c ivil distur-

bance. Directly addressing Charles II i n "The Epilogue 

Spoken to the King at the opening the Play-House at 

Oxford on Saturday last," Dryden asks Charles II "to look 

back on Civil Rage/ And view the ruines of the former 

Age," and he pleads with Charles "Past ills to heal, and 

18 Earl Miner, The Restoration Mode from Milton to 
Dryden (Princeton: Princeton Univ. Press, 1974), p. 449. 

19 Korshin, p. 3. 

20 Bernard N. Schilling, Dryden and the Conservative 
Myth: A Reading of Absalom and Achitophel, 2nd ed. (New 
Haven: Yale Univ. Press, 1964), p. 2. 

21 Lord, "' Absalom and Achi tophel' and Dryden's 
Political Cosmos," p. 159. 
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future to prevent" ( 11. 19-20, 24). Similarly, in his 

Secular Masque Dryde n imagines in the figure of Mars the 

age o f civil war and Commonwe a lth as a time when "Plenty , 

22 peace, and pleasure" fled; in contrast, Venus repre-

sents the reigns of Charles II and James II, a time when 

Venus calms the storms and repairs the de struction wrought 

by Mars. Dryden's aversion to extremes and his belief 

that the monarchy offered the best promis e of stability 

are e vident in the following assessment of the Common

weal th in "The Medall": 

For, in some Soyles Republiques will not grow: 
Our Temp'rate Isle will no extremes sustain, 
Of pop'lar Sway or Arbitrary Reign 
But slides between them both into the best; 
Secure in freedom, in a Monarch blest. 

(11. 247-51) 

"Pop'lar," "arbitrar y," and "extreme" are odious te rms to 

Qryden, for he considered the popular will antithetical to 

the security and order offered by the traditional monarchy. 

Marvell's political beliefs, like Dryden's, have 

been given such labels as "conservatism" and "loyalism.1123 

22 John Dryden, Works of John Dryden, ed. Sir Walter 
Scott, rev. ed. George Saintsbury, VIII (Edinburgh: T & A 
Constable, 1884), p. 497. 

23 Lawrence Hyman, Andrew Marvell (New York: Twayne 
Publishers, Inc., 1964), p. 93; Annabel M. Patterson, 
Marvell and the Civic Crown (Princeton: Princeton Univ. 
Press, 1978), p. 151; and John M. Wallace, Destiny His 
Choice: the Loyalism of Andrew Marvell (Cambridge: 
Univ. Press, 196 8) . 
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Marve ll's poems, l i ke Dryden's, celebrate the virutes of 

ha rmony and order. In "To His Noble Friend Mr. Richard 

Love l a c e " Marvell lamented that "Our Civill 1ars have lo s t 

the Civicke Crowne " (Poems, 1 . 3 ) and in "The Horatian 

Ode" he expresses his a mbivalent feelings: regret for 

the ruin of the "great Work of Time" (Po e ms, 1. 34) as 

he depicts the death of Charles I and admiration for 

Cromwell's strength and forcefulness. His unqualifi e d 

support for Cromwell e volved because he saw Cromwell as 

the stronge st leader to bring harmony to the civil wa r 

factions and u n ity and stre ngth to the nation. It wa s, 

however, on the basis of leadership that Marvell opposed 

Charl e s II. Although h e accepted the return o f Char les II 

. 24 11 1 . . d as an a ct of Providence, Marve ater satiriz e 

Charles II's inability to bring harmony to the country. 

Using a metaphor of husbandry, Marvell in "The Loyal Scot" 

pleads wLth Charles II to unify the nation, to discrimi

nate between friend and foe, and to assert his leadership: 

24 

Just see the prudent Husbandman who sees 
The Idle tumult of his factious bees, 
The morning dews and flowers neglected grown, 
The Hive a combe-case, every bee a drone, 
Powders them over till none discern their foes 

Lord, "'Absalom and Achitophel' and Dryden's 
Political Cosmos," p. 181. 
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And all themselves in meal and fri e ndship clos e . 
The Insect Kingdome streight begins to thrive, 
And Ea c h works hony fo r t h e Common Hi ve . 

(~o e ms, 1 1 . 2 66 -7 3 

Unlike the Amphion-like Cromwell, who creatively con

structs the Instrument of Government, is Charl e s II, who , 

in Marvell's view, does not deal vigorously with the 

"idle tumult" of facti ons in order to make his government 

work toward the common good. The war with the Dutch and 

the disastrous defeat at Chatham provided the impetus fo r 

Marvell to enter the political scene in opposition to 

Charles II, for he considered the war woefully mismanaged 

by Charles and his advisors. 25 Ma r vell's satires on the 

government of Charles II Korshin labe ls "the poetics of 

dissent," "strong , sometimes satirical criticism which 

could be directed against the most potent enemies to a 

balanced realm " coming at a time when "the need for 

criticism of society's evils is greater than the need for 

praising its perfections. 1126 

25 See Patterson, p. 32; Wallace, pp. 146-150; and 
George deF. Lord, "From Contemplation to Action: Marvell's 
Poetical Career," Philological Quarterly, 46 (1967), 223. 

26 h' Kors in, p. 9. 
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Dryden's praise of Charles I I and Marvell's opposi

tion to the court share a common mot ivation: both fe lt 

that the poe t had a moral obligation to society to uphold 

virtue, to castiga t e vi ce , and t o interpre t public e ven t s 

for their audience. The poet's role in the Restoration 

period, according to Korshi n , became " a legislat ive role 

in def ending an established order to the gene ral reader," 

and he ci tes two reasons for the movement a way from the 

pr i vate themes of the metaphysical p oets to public the mes 

of n a tiona l interest during the Re stora tion period: 

firs t , an explosion of knowledge and in f o r mation c reated 

a growing audience intere s ted in c o ntemporary e v e nts ; and 

sec ond, the adoption of rational me thod s of inquiry and 

proof created a reaction against the contor ted logic and 

often obscure reasoning of the metaphysicals and a con-

. . d . 1 · . 27 comitant desire for clarity an simp icity. Marvell's 

poetic career e specially epitomizes this shift from 

private to public poet. 

Their training in classical rhetoric helped to p re 

pare Dryden and Marvell for this legislative role. 

Annabel Pat terson says that the classical education that 

Marvell r e ceived at Grammar School, Hull, and at Trinity 

27 h' Kors in, pp. 6-7. 
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College, Cambridge, "provided a model for the political 

writer whos e role as mediator between two worlds of 

thought and stat e h a d been de f i ned " b y Cice ro a s "p ubl i c 

benefactor, legislator, and civili zer. 1128 His poli ti c a l 

poetry reflects this concept of the poet. For example , 

in "Torn May's Death" Marvell expresses his view of the 

poet's moral obligation to stand up for the virtuous 

course in matters of religious and national significance : 

When the Sword glitters ore [sic ] the Judges 
head, 

And fear has Coward Churchmen silenced, 
Then is the Poe ts time, 'tis then he drawes, 
And single fights forsak e n Ve rtue s caus e. 

(Po e ms, 11. 63-66) 

In carrying out this moral obligation of defending 

"Vertues cause," Marvell often felt that his was a 

solitary voice against vice; he says, for instance, in 

"The Loyal Scot," "I single did against a Nation write" 

(Poems, 1. 278). Ben Jonson's role as public moralist 

provided a pattern for Marvell to follow. In "Torn May's 

Death" Jonson blocks the entrance of May to Elysium 

because May, a "most servil' wit and Mercenary Pen" 

(Poems, 1. 49), does not live up to Jonson's high standard 

o f poetry. 

28 
Patterson, p. 16. 



In like manner the training of Dryden in classical 

rhetoric at Westminster School unde r Dr. Richard Busby 

and h i s unive r s i ty training a t Ca mb r i dge i nf luenced h i s 

con c e pt of the poet's role in soci e ty. Dryden b e li eved 

that a poet should choose as his subject a topic o f 

universal or national significance, a belief that he 

shared with c lassica l orators, especially Cicero and 

Q . t·1· 29 uin i i a n. George McFadden expl a ins that Dryden d id 

not perceive o f his r ol e t o be public r e lations officer 

for Charles I I but rather to be analyst and guide for 

the p ublic . 30 Both his poems a nd critical dis cussions 

19 

r ef lect his belief in the high calling o f the poet . Just 

as Marvell believed in the l e gislative f unction of t h e 

poet, Dryden, in the Preface to Re liqio Laici, describes 

the function of the poet as "a kind o f Law-give r" in 

poems "design'd purely for Instruction" (11. 109). In "To 

My Honor'd Friend Sir Robert Howard, on his Excellen t 

Poems" Dryden celebrates Howard's odes because they 

delight and i ns truct, and he views Poesy as the queen of 

moral knowledge. The aims of delighting and instructing 

29 Lillian Feder, "John Dryden's Use of Classical 
Rhetoric," PMLA, 69 (1954), 1259- 61, 1264. 

30 George McFadden, Dryden: The Public Writer, 
1660-1685 (Princeton: Prince ton Univ. Pres s, 1978), 
p. 18. 
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and of upholding virtue's cause are reflected in his 

comments upon both satire and panegyric. In his 

Dedication o f t he Aene i s t o t h e Earl o f Mulgrav e , h e s a ys 

that the design of the heroic poem is " to form the mind 

to heroic virtue by example ; 'tis conveyed in verse, tha t 

it may delight, while it instructs," and it "raises the 

soul, a nd hardens it to virtue. 1131 Satire, Dryden 

believed, also has the f unction of instruc ting and up

holding a standard o f virtue, for, as he explains in 

"Discours e Concerning the Original and Prog r e ss of 

Satire," "'Tis an action of virtue t o make examples of 

vic i ous men" ( IV. 55). Dryden, like Marvell, realized 

that in ful f illing this moral obligation the "true poet 

often misses of appl a us e , because he cannot debase himself 

to writ e so ill as to please his audience" (X. 204). 

Also embodying Dryden 's and Marvell's concepts of the 

poet's craft are satires involving Richard Flecknoe, an 

Irish priest, poet, and dramatist. Dryden's Mac Flecknoe 

satirizes the literary talents of d ramatist Thomas 

Shadwell, whom Dryd en ima g ine s as the son of Richard 

Flecknoe, king of a literary empire in "the Rea lms of 

31 John Dryden, Es says of John Dryden, ed . W. P. Ker, 
II (Oxford: Clarendon Press, 1926), 154-55. 
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Nonsense." Through his satire on Shadwell, Dryden gives 

his views on a more significant issue than t h e faults of 

one parti c ular a uthor ; he c omment s upo n wha t Ear l Mine r. 

terms "the mindless, artless literature of the 1670's, 

32 especially the drama ." Repetition of images of decay 

and of the words "thoughtless" and "dull" convey Flecknoe' s 

and Shadwell's lack of creativity, and Dryden employs 

literary, classical, and biblical allusions to criticize 

Shadwell's creat i ve talents by contrasting Shadwe ll with 

the skillful and the heroic and thereby emphasizing his 

faults. Marvell shares a similar conce rn with "mindle s s , 

artless" literature as he satir i zes the dullness of 

Fle cknoe's vers e in "Fleckno, an English Pri e st at Rome." 

In this poem the poet-persona imagines a visit to 

Flecknoe's abode and speaks of his "martyrdom" in having 

to listen to the insipid verse of Flecknoe. To portray 

this starving poetaster, Marvell employs images of diseas e , 

specifically leprosy and venereal disease, to describe 

Flecknoe's "hideous verse." Through his humorous satire 

on the flaws of Flecknoe's verse, Marvell expresses his 

own beliefs that poetry should delight the ear as well as 

instruct the mind. 

32 Earl Miner, Dryden's Poetry (Bloomington: Indiana 
Univ. Press, 1967), p. 77. 
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Agreement on the role of the poet in society , how

ever, did not guarantee agreement on political leadership. 

Whereas Dryden in his poetry praised Charles I I, Ma rve : 1. 

opposed the king. A number of g e neral studies p rovide a 

background for exploring t his contrasting perception o f 

political leadership in the satires and panegyr ics of 

Dryden and Marvell . Korshin's From Concord to Dissen t : 

Major Themes in English Poetry 1640-1700 d iscusses causes 

of the shift fr om the private metaphys i c a l mode to the 

public themes and genres in the Restoration period a nd 

identif i es the concepts of concord and dissent i n the 

poetry of the period. Rut h Wallerstein's Studies in 

Seve nteen th-Poetic stresses that p oems in this period 

should b e read in terms o f seve nteenth-century poetic, f or 

example, the rhetorical training of the writers and the 

importance which genres and types held for seventee nth

century writers. In The Restoration Mode from Mil ton to 

Dryden Earl Mi ne r identifies themes central to 

Restoration political satires, especially the f ea r of 

ruin without restoration. Rather than general patterns 

or themes, Benjamin Boyce in The Polemic Character 

1640-1661: A Chapter in English Literary History concen

trates on the specific genre of the "character" from its 

Theophrastian origins to its development in the 
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seventeenth century. Other studies focus on the genres 

of satire and/or panegyric . O. B. Ha rdison's The Enduring 

Mo nument: A Study of the Idea of Prai s e in Renaissan~e 

Literary Theory a nd Practice tra ces t he epideictic theory 

of praise from Aristotle throug h Renaissance and Italian 

critics, and ma ny of Hardison's comments illuminate 

practices of Dryden and Marvell. Whereas Hardison 's topic 

is praise exclusively, Rachel Trickett in The Honest Muse: 

A Study in Augus t an Verse discusses both s a ti r e and 

panegyric in the Restoration and e ighteenth century; she 

sees the Ci vil War a s giv ing Restora tion paneg y r i cs a p a r ty 

impe t us and an element of persuasive rhetori c. Like 

Trickett's study , Ruth Nevo's The Dia l of Virtue: A St u d y 

of Poems on Affairs of Sta te in t h e Se venteenth Century 

involves both satire and panegyric. Nevo speaks of the 

attention Restoration writers gave to finding ways of 

writing serious verse about political issues and of the 

flourishing of panegyric in the Stuart reign with its 

ethical aim being the persuasion to virtue; in addition, 

she is one of the first critics to discuss Marvell's La st 

Instructions to a Painter as an example of an ef fectiv e 

political satire. Rather than genres, David Farley-Hills 

is interested in comic techniques in Restoration poetry. 

In The Benevolence of Laughter: Cornie Poetry of the 



Commonwealth and Restoration he discusses the use of 

comic incongruities as reflect i on of the breakdown of 

moral o r der i n The Las t Instru c t i o n s t o a Pailter and 
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Absa l em and Achitophe l. Other helpful genera l studies o n 

satire are Ian Jack's Auoustan Satire, James Sutherland's 

English Satire, Brian Morris ' s Satire from Donne to 

Marvell and Raman Selden's English Verse Satire 1590-

1765. These studies mention Marvell as Restoration 

satirist but do not fully explor e specific t e chniques of 

his satires or ways in which his satiric strategies 

anticipate Dryden's. 

A number of critical questions will be addressed in 

this study. First, since both Marvell and Dryden wrote 

poems to praise or satirize the political leadership of 

Cromwell and of Charles II, what rhetorical techniques, 

forms, or strategies do these two writers employ to create 

their political portraits of these two leaders? Second, 

since both wrote in the two genres associated with 

political poetry, satire and panegyric, what relationship 

is there between genre and technique? Third, since both 

writers were well grounded in rhetorical theory, what 

departures from established theory did they make? Finally, 

what light is shed upon political writing and the politi

cal climate and leadership by examining two of the 
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Restoration's leading political writers? The answers to 

these questions lie in a consideration of selected 

satires and panegyri c s by Dryde n a n d Marvel l . 



CHAPTER II 

TRADITION IN THE HERO IC AND SATIRIC PORTRAITS 
BY MARVELL AND DRYDEN 

To create their heroic and satiric portraits of 

Cromwell, Charles II, and other political figures in 

seventeenth-century England, John Dryden and Andrew 

Marvell drew upon a number of rhetorical and literary 

traditions. One important influence upon the two writers 

was the class ical tradition of epideictic oratory, the 

rhe to r ic of praise and blame. Classical, medieval, and 

Renaissance rhetoricians set forth r ul es that govern 

both panegyric and satire , the poetry of praise and the 

poetry of blame. A second influence upon the two writers 

was the epic or heroic tradition. In his critical dis-

cussions Dryden treats both satire and panegyric as 

branches of epic poetry, and in their prose and poetry 

both Dryden and Marvell contributed to the development of 

epic or heroic satire. A third influence upon the heroic 

and satiric political portraits by the two writ e rs was the 

Theophrastan character, which was orienied toward 

political characterization during the Civil War and 

Restoration periods. A final influence was the traditional 

26 
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association of poetry and painting that became the basis 

for a new genre during the restoration: the advice-to-a-

painter poem, which Edmund Waller introduced in Eng~an J 

in his Inst r uc t ions to a Painter (1665) . In contras t to 

Waller's heroic interpretation of England's conflicts 

with the Dutch is a series of poems by Marvell and other 

seventeenth-century satirists employing the painter con

vention for a satiric rendering of contemporary events and 

leaders. A review of these traditions will provide a 

basis for analyzing techniques used by Dryden and Marvel l 

in praising or censuring Cromwell and Charle s II. 

In his "Discourse concerning the Original and Progress 

of Satire," Dryden state s that he "will not deviate in the 

least from the Precepts and Examples of the Anci e nts, who 

were always our best Masters," and he refers to 

l Aristotle as "our Master." Aristotle, according to 0. B. 

Hardison, derived a theory of literary genres based on 

praise and blame: from praise evolved hymns and 

panegyrics, heroic poetry, epic and tragedy; and from 

1 John Dryden, The Works of John Dryden, eds. Edward 
Niles Hooker and H. T. Swedenberg, Jr., IV (Berkeley: 
Univ. of California Press, 1961), 78-79, 26. All further 
references to this work appear in the text. 
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2 satire, and comedy a 

In his Poetics Aristotle states that poetry "diverged in 

bvo d irections 11
: 

The graver spirits imitated noble actions, and 
the actions of good men. The more trivial 
sort imitated the actions of meaner persons, 
at first composing satires as the former did 
hymns to the gods and praises of famous men.3 

A Renaissance rhetorician, George Puttenham, also sees 

the original functions of poetry as being derived from 

praise and blame. Puttenham describes poets a s 

"trumpetters of praise, and also of slaunder (not slaunder 

but well deserved reproch)," and he delineates the duties 

of the poet as praising the gods and revealing divine 

mysteries, rebuking vices, and recording the noble gifts 

of princes and monarchs} 

Derived from classical theory, the idea of providing 

a pattern of virtue by praising princes and monarchs 

2 O. B. Hardison, Jr., The Enduring Monument: A Study 
of the Idea of Praise in Renaissance Literary Theory and 
Practice (Chapel Hill: Univ. of North Carolina Press, 
1962), p. 28. 

3 Aristotle, Aristotle's Theory of Poetry and Fine 
Art With a Critical Text and Translation of the Poetics, 
trans. S. H. Butcher, 4th e d. (New York: Dover Publica
tions, Inc., 1951), pp. 6-11. 

4 George Puttenham, The Arte of English Poesie (1589; 
rpt. Cambridge: Univ. Press, 1936), pp. 9, 30-31. 
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the political portraits by Dryden and Marvell. Aristotle 

considers the efficacy of praise in "making manifest the 

greatness of a virtue " and of blame in making evi de n t 

the unattrac t iveness of vice. 5 Si milarly, Plato in the 

Protaqoras admits the role which poetry plays in creating 

a pattern of virtue for the young: 

They put into his hands the works of great poets, 
which he reads sitting on a bench at school; in 
these are contained many admonitions, and many 
tales, and praise s , and encomia of ancient 
famous men, which he i s required to learn b y 
heart, in order that he may imitate or emulate 
and desire to b e come like them. 6 

Sir Philip Sidney expresses a similar view in A Def ence 

of Poetry: 

[I]t is not rhyming and versing that make t h a 
poet but it is that reigning notable images of 
virtues, vices, or what else with that delight
ful teaching, which must b e the right describing 
note to know a poet by. 7 

Erasmus recommends presenting "notable images of virtue" 

as a pattern for a prince: "no other way of correcting a 

5 Aristotle, The Rhetoric of Aristotle, trans. Lane 
Cooper (New York: Appleton-Century Crofts, Inc . , 1932), 
1. 9; hereafter cited as Rhet. in the text. 

6 Plato, The Works of Plato, ed. Irwin Edman (New 
York: the Modern Library, 1928), p. 213. 

7 Sir Philip Sidney, A Defence of Poetry, ed. J. A. Van 
Dorsten (Oxford: Oxford Univ. Press, 1966), p. 27. 
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prince is so efficacious as presenting, in the guise of 

flattery, the pattern of a really good prince. 118 Follow

ing this traditional view, both Dryd en a nd Ma r ve ll 

present ideal patterns for their rulers to emulate; in 

"The First Anniversary of the Government Under O.C." 

Marvell sets forth for Cromwell the ideal function of 

healing the troubled waters of the Commonwealth, and in 

"To His Sacred Majesty" Dryden describes Charles II's 

ideal role of restoring harmony to the nation. 

Rhetorical manuals recommend certain topics or place s 

for creating a pattern of virtue through praise in the 

epideictic oration. Ar i stotle, for example, enumerates 

specific virtues worthy of praise: justice, courage, 

temperance, magnificence, magnanimity, liberality, gentle-

ness, prudence, and wisdom (Rhet. 1. 9). Another classical 

rhetorician, the anonymous author of the Rhetorica Ad 

Herennium, arranges the topics of praise into three major 

categories: first, external circumstances, which happen 

by chance or fortune and include descent, education, 

wealth, kinds of power, titles to fame, citizenship, 

friendship; second, physical attributes,· which are 

bestowed by nature and which include agility, strength, 

8 Quoted by Warren Chernaik, "Waller's Panegyric to My 
Lord Protector," Studies in English Literature, 4 (1964), 
112. 
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beauty, and health; and third, qualities of cha racter, 

which are derived from judgment and thought and which 

include wisdom, justice , courage, and temperance . 9 In 

The Arte of Rhetorique Thomas Wilson, citing Quintil i an 

as a source, recommends a threefold order for praising a 

nob le person: before his life, with the places of realm , 

shire, town, parents; in his life, with the places of 

bi r th, infancy, childhood, manhood, and old age; and afte r 

h . d 10 is eath. The topics of praise, according to these 

rhetor i cians, may be inverted for the purpose of blame 

a nd a corresponding vice stressed. The places of praise 

and blame, according to Aristotle, are secondary in 

importa nce, t he ma in focus of praise o r blame being a 

man's actual deeds (Rhet. 1. 9). Aristotle further rec

ommends that the "speaker, or rhetor, attribute to the 

person praised the quality most admired by the audience 

and show that the person praised acts with a moral pur

pose (Rhet. 1. 9). 

9 Ad c. Herennium de Ratione Dicendi (Rhetorica Ad 
Herennium, trans. Harry Caplan, III (Cambridge: Harvard 
Univ. Press, 1968), 13-15; hereafter cited as Ad Her. 

lO Thomas Wilson, The Arte of Rhetorique (1553; rpt. 
Gainesville, Florida: Scholars' Facsimiles and Reprints, 
1962), p. 24). 



In addition to the topics of praise, rhetoricians 

recommend a specific arrangement for the epideictic 
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oration. In De Orato re II Cicero recommends ma r shalling 

instances of conduct in which the subject of praise "ma ni 

fested wisdom, generosity, valour, righteousness, greatnes s 

of soul, sense of duty, gratitude, kindliness, or in short , 

11 any moral excellence you please." Aristot le arranges 

these praiseworthy instances of conduct into the following 

divisions: a proem that makes the audience feel that the 

speech of praise affects him and that establishes the 

intelligence, character, a nd good will of the speaker 

(Rhet. 2.1 and 2.9); a narration consisting of the actions 

of the person praised and proof that the a ctions performe d 

were of "quality and magnitude" and emphasizing the moral 

purpose of the person praised (Rhet. 2.9); and an epilogue 

to put members of the audience in the right frame of mind 

and to refresh their memories (Rhet. 3.16). The author of 

the Rhetorica ad Herenni um also suggests a tripartite 

structure, listing the three sections of the epideictic 

oration as introduction, division, and conclusion, the 

author is explicit in his treatment of the division: 

11 · O t B k I II Cicero, De ra ore, oo s , , 
Sutton (Cambridge: Harvard Univ. Press, 
II.xi.46-48. 

trans. E.W. 
1942), 
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[W] e shall set forth the things we intend to 
praise or censure; then recount the events, 
observing their precise sequence and 
chronology, so that one may understand what the 
person under discussion d i d and with what p L~ 
dence and caution. But it will first be 
neces s ary to set forth his virtues or faults of 
characte r, and then to exp l ain h ow , such being 
his character, he has used these adv antages or 
disadvantages, physical or of external ci rcum 
stances. (Ad Her. III.vii.13) 

In The Art or Craft of Rhetoric Leonard Cox, describing 

the demonstrative or epideictic oration as ''an historical 

exposition" of a person's life, recommends selecting 

mate rial for the narration from the places of virtue: 

prudence, justi c e, fortitude, a nd temperance. Cox also 

includes a conf irmation or proof af ter t he nar ration , t he 

places of which are honesty, profit, and lightness or 

hardness of deed. 12 

The primary technique of the epideictic oration is 

amplif ication. The author o f the Ad Herennium recommends 

inserting brief amplifications by means of commonplace, 

but in the Middle Ages rhetoricians went beyond amplifi

cation through commonplaces and stressed amplification 

12 Leonard Cox, The Art or Crafte of Rhetoryke, 
ed. Frederic Ives Carpenter (1524; rpt. Chicago: Univ. 
of Chicago Press, 1899), pp. 55-57, 63. 



through a syste m of figures. 13 In his discussion of 

Geoffrey of Vinsauf's Poetria Nova, Ernest Gallo sta tes 

that ''ampl if i c a tion f unct ion s in the epideict i c ora t ion 

as a means of enhancing someone's good qualities or of 
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t . h. . ,,14 s ress1ng is vices. One of the methods of amplifica-

tion that Geoffrey of Vinsauf lists is comparison; other 

methods include refining, periphrasis, apostrophe, 

prosopopeia, digression, description, a nd opposition 

(PN. 203-694). Similarly , Aristotle cites comparison with 

other heroes as a means of amplifying or magnifying, the 

technique best suited to the epideictic oration 

( Rhet. 1 . 9 ) . In his study European Lite rature and the 

Latin Middle Ages Ernst Robert Curtius calls t h is te c h

nique the "panegyrical topos of outdoing" in which the 

extraordinary virtues of the person praised are developed 

by comparison with famous heroes of the past; other topoi 

ci t ed by Curtius include the inexpressibility topos in 

which the orator cannot find adequate words to express 

the v irtues of t he person being praised a nd the topos 

13 · d I Ernest Gallo, The Poetr1 a Nova an t s Sources i n 
Early Rhetorical Doctrine (The Hague: Mouton, 1971), 
p. 155; here after cited as PN. 

14 Gallo, p. 150. 



known as "the whole earth sings his praises. 1115 The 

inexpressibility topos is also described in the Ad 
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Herennium, the author suggesting that i n an introduct i o n 

the speaker may express his inability to match his word s 

with the virtuous deeds of the person being praised 

(Ad Her. III.vi.11-12). 

Seventeenth-century writers adopted elements of the 

classical formula for the epideictic oration in their 

poems of praise. In his study Dryden and the Tradition of 

Panegyric James Garrison traces the origins of panegyric 

to the festival orations of Greece and defines the form 

based on the panegyrics of the Greek Isocrates and the 

Roman Claudian: "A speech delivered before a so le mn a nd 

general assembly of people, especially in praise of a 

great Prince. 1116 In addition, Garrison isolates two 

central themes of the genre: first, the theme of restora

tion to celebrate the traditional and historical function 

of the ruler presenting to him an ideal or a golden age 

and second, the theme of limitation to advise the ruler 

15 Ernst Robert Curtius, European Literature a nd the 
Latin Middle Ages, trans. Willard R. Trask (Princeton: 
Princeton Univ. Press, 1948; rpt. 1967), pp. 155-65. 

16 · D d d th T d. t. f James D. Garrison, ry en an e ra i ion o 
Panegyric (Berkeley: Univ. of California Press, 1975), 
p. 9. 
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of the legal limits of his power in the actual world. 17 

These dual themes of praise and advice show the panegyric 

to be both epideictic and d eliberative i n fun c tion. I n 

England the panegyrics to James I by Ben Jonson and 

Samuel Daniel, who fir st used the term "panegyric" in 

English in "A Panegyrike Congratulatorie Delivered to the 

Kings most excellent majesty at Burleigh-Harrington in 

Rutlandshire " (16 03 ), developed these themes of restora-

t . d 1 . . . 18 ion an imitation. 

The poems of praise to Cromwell and Charles II 

represent further development of the form in England. 

Polit i ca l writer s struggled with the question of justify

ing Cromwe ll's seizure of power and expla i ning the nature 

of his greatness, a debate centering on whether Cromwell's 

rise to power was attributable to virtue or fortune.
19 

Another question for Cromwell's panegyrists and defenders 

was the title Cromwell should hold. Garrison maintains 

that since Cromwell was a usurper, the poems in praise of 

the Protector cannot be strictly termed "panegyric" since 

17 

18 

19 

Garrison, 

Garrison, 

pp. 5 9 , 12 9 • 

pp. 12-13. 

Chernaik, "Walle r 's Panegyric," p. 119, and Ruth 
Nevo, The Dial of Virtue: A Study of Poems on Affairs of 
State in the Seventeenth Century (Princeton: Princeton 
Univ. Pr e ss, 1963), p. 81 . 
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the traditional panegyric celebrates the institution of 

monarchy. However, writers praising Cromwell adopted the 

formula for pra i sing a prince . For example, Wa ller' s 

"Panegyric to My Lord Protector" celebrates Cromwell's 

military conquests and his skill in restoring order to 

the country by employing the panegyrical topos of outdoing 

and by using sun imagery, traditionally associated with 

kingship. Just as Milton in his Second Defense of the 

English People argues that Cromwell "eclipsed the achieve-

ments of all our kings" and fabled 
20 heroes, Marvell in 

"The First Anniversary" argues for Cromwell's s uperiority 

to "heavy monarchs" by comparing him with historical, 

classica l, and biblical heroes. 

The panegyrics to Charles II mark a return to the 

traditional form. In The Ho ne st Muse Rachel Trickett says 

that Restoration panegyrists incorporated elements of 

persuas i ve rhetoric "to reassert and justify claims of 

21 the monarchy." Describing the Restoration panegyric as 

celetration of the king, the "origin, source, and prime 

20 d · d John Milton, Complete Poems an MaJor Prose, e . 
Merritt Y. Hughes (Indianapolis: Odyssey Press, Inc., 
1957), p. 834. 

21 · Rachel Trickett, The Honest Muse: A Study in 
Augustan Verse (Oxford: Clarendon Press, 1967), p. 18. 
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exemplar of virtue," Ruth Neva sees a common pattern in 

panegyrics welcoming Charles II: 

[E]ach rev iews the troubled time s which have 
passed, praises the king's fortitude in e x i l e 
and the uses of adversity, expresses r elief 
and gratitude at the bloodless revolution of 
hi s return, dilates upon the re joicing of the 
people, pleads guilty, as the nation' s s pokes
man, of its previous falling off, invokes the 
king's clemency and forgiveness and prophesies 
the birth of a new and better age, an age of 
empire, unity, and the arts.22 

Panegyric s to Cha r l e s II by Waller and Cowley contribute d 

to the development of the genre. Cowley blended oratori

c al conventions with the Pi ndaric ode and c elebrated the 

king as c lassical hero in "Ode Upon his Ma jesties 

Restora t ion and Return ," and Waller, who considered 

panegyric as a branch of epic poetry, prais e d the king as 

hero rather than as monarch and emphasized action rather 

23 than ceremony. Like Waller, Dryde n conceives of 

panegyric as a branch of epic poetry, and he also d e velops 

the traditional the mes of restoration and limitation in 

his p a negyrics to Charles II. 

The concept of panegyric as a branch of epic poetry 

resulted in an e mph a sis upon the heroic figure in the 

22 
Ne vo, pp. 11, 139. 

23 Garrison, pp. 83, 106. 
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political poetry of Dryden and Marvell. The epic or 

heroic tradition is a second influence upon the political 

portra it s of t h e two writers. In t he Account o f Annus 

Mi r abilis Dryden says t hat the "same images serve equal ly 

for the Epique Poesie, and for the Historique and 

Panegyrique, which are branches of it" (1. 56). E. M. W. 

Tillyard concludes that the hero in the Renaissance epic 

becomes "less a man who does things than one who, in 

doing them, embodies certain virtues and vices , in such a 

way that he serves as a g r _a t example, as a highly sig

nificant object-l e sson, a figur e of solemn a nd inspiring 

d . d . . 1124 i act i cism. Just a s the Renaissance concept o f the 

epic stre ssed political matter s, the n eoclassical v iew of 

the epic stressed its function of glorifying the gove rn

ment, instruc t ing princes and nobles, and inspiring the 

25 support o f the people. 

Dryden 's e p i c theory also stresses the aim of pro-

vi d ing a model of virtue. The design of the heroic poem, 

accord ing to Dryden, is "to form the Mind to Heroick 

Vir tue b y Example." According to Dryden in "The Ded i cation 

24 1· h E . M. W. Tillyard , Wa rton Lectures on Eng is 
Poetry : the English Epic Tradition (Folcroft, Pa.: 
Folcroft , 1936), p. 10. 

25 
Neva, p. 11. 
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of the Aeneis to the Earl of Mulgrave" the heroic poem 

"raises the soul and hardens it to Virtue." Although 

Dryden a c k nowl e dges t hat Aristotle c onside r s t r agedy the 

"most perfect Work of Poetry," Dryden cons iders the e pic 

more noble than tra gedy beca use the epic "Fo rms a Hero, 

and a Prince" and because it has more ornament and 

vari ety (IV. 26-27). Providing a model of v i rtue is 

Dryden's aim in practice as well as in theory. His 

purpose, for e xampl e , in "Elenora ; A Panegyrical Poem 

Dedicated to the Memory o f the Late Countess o f Abingdon" 

is "to r ais e a n Emulation in the living, to Cop y out t he 

Exa mple of the Dead ," Elenora providing the " Pa t t ern o f 

Charity , Devotion, and Humility; of the bes t Wife, the 

best Mother, a nd the best of Friend s" (III. 233). 

Dryden's critical theory also illustrates his view 

of satire in relationship to epic poetry. In fact, 

Restoration satiris t s in gene ral a t temp ted to incorporate 

epic devices into their topical satires.
26 

According to 

Dryd e n in "Discourse concerning the Original a nd Progress 

of Satire," the "Most beautiful and most Noble kind of 

s a tire" i s that whi ch blends "the Maj e sty of the Heroique, 

finely mix 'd with the Venom o f satire'' (IV. 84), an ideal 

26 
Nevo, p. 8 . 
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he sees in Boileau's satires. In the Renaissance and 

seventeenth century, satire had become an attack on vice, 

but Dr yde n believe s t ha t s ati r e, a s the Romans had c o n 

ceived it , involves the dual purposes of praise and blame 

(IV. 5 2 6 ) . The admonition to virtue and the heroic ideal 

are central to Dryden's delineation of the ideal satire . 

Theoretically , Dryden believes that the most essential 

element of satire, "the very Soul which animates it," is 

"the scourging of Vice , and e xhortation to Virtue"(IV. 52) .. 

In Dryden's view there is an element of catharsis in the 

"scourging of vi ce " and a stimulation to correct one's 

flaws: 

'Ti s a n a ction of Virtue to make Example s of 
Vicious Men. They may and ought to be upbraided 
with thei r Crimes and Follies: Both for their 
own amendment and for the Terrour of others. 
(IV. 6 0 ) 

"Unity of Design" and "Unity of theme, or subject," 

attributes of Dryden's ideal satire, involve treatment of 

a specific vice and corresponding virtue: the satirist 

should "give his reader some one precept of Moral Virtue; 

and to caution him against some one parti c ular Vice or 

Folly; if othe r Vices occur in the management of the 

Chief, the y shou'd only be transiently lash'd, and not be 

i n sisted on so a s to mak e the Design double" (IV. 80-81). 
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Dryden's plan is the pattern of the formal verse satire 

described by Maynard Mack and Mary Claire Randolph. The 

f o r mal v ers e sa t ire c onsi sts of t wo lay e rs : a t he si s 

attacking vice and an antithesis embodying a philosophy of 

. l 1 27 rationa contra . Dryden especially admires Juvenal's 

satires for this thesis-antithesis pattern. 

Citing Casaubon, Heinsius, Rigaltius, Dacier, 

Juvenal, and Scaliger as sources, Dryden further develops 

his heroic conception of satire by rejecting Renaissance 

theory and practice. He rejects the Renaissance belief 

that roughness of style is appropriate to satire and tha t 

the satirist himself is a malcontent haranguing against 

vice. Re nais s ance practice stemmed from a confusion over 

the derivation of the word "satire." Dryden disagrees 

that the word "satire" was derived from Satyrus, "that 

mixt kind of animal," or "as the Ancients thought him 

Rural God, made up betwixt a Man and a Goat'' (IV. 28); 

instead, Dryden cites Quintilian and Horace as authorities 

and concludes that "satire" was derived from "satura," a 

Roman word ,vhich "signifies Full and Abundant; and full 

2 7 f S t. " d M Cl . Maynard Mack, "The Use o a ire, an ary aire 
Randolph, "The Structural Design of Formal Verse Satire," 
both articles in Satire: Modern Essays in Criticism, ed. 
Ronald Paulson (Englewood Cliffs: Prentice-Hall, Inc., 
1971), pp. 194, 172. 
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also of variety" (IV. 37), a word used with the word 

"Lanx," a platter fi lled with fruits offered to t he gods 

at festivals. Dryden a lso objects to He insius's defini-

tion of sat i re because Heinsius associates sati re with a 

low style, and he disagrees with Scaliger that "wantonnes s 

and lubricity" are essential to satire. Stressing his 

association of satire with heroic poetry, Dryden pre f ers 

the style of verse using ten syll ab les, the English 

heroic, rather than the eight-syllable style associated 

with burlesque. In addition to objecting to the 

Renaissance sty le of satire, Dryd en also objects to the 

Renaissance concept of the satirist. Alvin Kernan in The 

Cankered Muse de scr ibe s this Elizabethan satyr-satirist: 

"Instability, incoherence, wildness, uncertainty , contra-

28 
diction are the very essentials of the satyr character." 

Rather tha n the malcontent satirist, Dryden pref ers the 

ethos of the rational man, and he prai se s the Earl of 

Dorset as the a ntithesis of the Elizabethan persona of 

the wild bestial satyr. 

Dryde n distinguishes between heroic satire as he con

ceives it and the lampoons a nd libels of the age. His 

cr i ticism of t h e "petulant Scrible rs of this Age" (IV. 9) 

28 Alvin Ke rnan, The Cankered Muse (New Haven: Yale 
Univ. Pre ss, 1959), p. 116 . 
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includes their lack of wit, of good sense, and of ethical 

value. In 11 Argument of the First Satyr of Juvenal" he 

says that the lampooners fail to inculcate a moral and to 

lash a vice, unlike Juvenal, who "has chosen some par

ticular Moral which he wou'd inculcate; and lashes some 

particular Vice or Folly" (IV. 91). In contrast to the 

hatchet me t hods of these scriblers, Dryden prefers the 

"fine Raill e ry" of artistic control and indirection: 

How easie it is to call Rogue and Villain, and 
that wittily! But how hard to make a Man appear 
a Fool, a Blockhead, or a Knave, without using 
any of those opprobrious terms. (IV. 70) 

Where as Dryden states his views in specific critical 

discussions, Marvel intersperses critical ideas in his 

works, especially in The Rehearsal Transpros'd . Marvell 

takes a critical stand on the ethos of the satirist, 

decorum and style , and railing versus raillery. Referring 

to "panegyrick and phillipick, 1129 Marvell considers the 

ethos of the panegyrist and satirist: 

29 

. though an ill-man cannot by praising con
fer honor, nor by reproaching fix an ignominy, 

Andrew Marvell , The Complete Works of Andrew 
Marvell , ed. Alexander B . Grosart, III (1872; rpt. New 
York: AMS Press, Inc., 1966) , 39; hereafter cited as 
Works. 
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and so they may seem on equal terms, yet there 
is more in it; for at the same time that what 
we may imagine what is said by such an author 
to be false, we conceive the contrary to be 
true. (Works III. 38) 

Like Dryden, Marvell objects to the rough railing of the 

malcontent satirist; instead, he favors the voice of the 

prudent, rational man, the "competent rhetorician 11 who 

knows "how to erect a thesis, and to defend it, pro or 

con" (Works III. 47). In addition, Marvell objects in 

several other passages in The Rehe ars a l Transp r os' d to the 

30 concept of satire as scourge , whip, or scalpel. In The 

Rehe a rsal Transpros'd Marv e ll responds t o three works by 

Samuel Parker: A Discourse o f Ecclesiastica l Po l ity 

(1670), A De fense and Continuation (1671), and Prefa c e to 

Bishop Bramhall's Vindi cation of Himself (1672). Criti-

cizing Bishop Parker, the object of his satire, Marvell 

says tha t "he never oyls his hone but that he may wh e t his 

razor, and that not to shave, but to cut man's t h roat" 

(Works III. 32). Similarly, Marvell rejects the figure of 

the wanton satyr , who has his "pen in the reputation of 

others" (Works III. 259): 

3° For this description of the satiri s t see Raman 
Selden, English Vers e Satire, 1590-1765 (London: George 
Allen and Unwin, 197 8 ), p. 51. 
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Whereas those that treat of innocent and benign 
argument are represented by the Muses, they 
that make it their business to set out othe rs 
ill-favoredly do pass for Satyres, and them
se lves are sur e to be personated wi th prick 
ears, wrink led horns, and cloven feet. 
(Works III. 25 3 ) 

This character should be hunted "Thorow the woods with 

ho und s a nd horn" (Works III . 259) . 

Related to Marve ll 's concept of the s a t i ric persona 

is the seventeenth-century debate over railing versus 

raillery. Like Dr yden, Marvell come s down squarely on 

the si d e of "Fine r a illery . " Lambas ting Parker's 

"rhetorick of barking" (Works III . 57), Marve ll says that 

Parke r "threatens, he rails , he jeers them, if were 

possible, out of all their conscience s and honesty" 

(Wo rks III . 148) and tha t "he scarce e v en opens his mouth 

but that he may bite; nor bites, but that from the 

ve s i c l es of his gums he ma y infuse a venom" 

(Wo rks III. 265). In contrast to the voice of the 

venomous satirist, the voice of the rational, good man 

come s th rough in Marve l l 's motivation f or his own major 

sati res . He wrote The Rehearsa l Transpros' d beca us e he 

felt t h at Parker's books represented a disturbanc e to the 

governme nt a nd p rovoked a misunde rstanding between king 

and people; s imilarly, he wrote The Last Instructions to a 

Painter because h e wanted to b r ing those "spots to 
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sight, / Which in your [Charles II's] Splendor hid, 

corrode your light. 1131 The style of satire also receives 

Marvell's cri ti cal comments. Clarity and perspicuity are 

his ideals . Marvell , for example, obj e cts to the 

"exuberancy of his [Parker's] fancy and wit" and "super

fluencies of invention and satyre" which overwhelm the 

argument and to subjects "so bedawb'd with rhetorick, and 

so thick that one cannot disce rn the ground" 

(Works I II. 20). 

Both Last Instructions to a Painter (1667) and 

Absalom and Achitophel (1681) have been called heroic 

satires. Marvell's Last Instructions adheres to many of 

Dryden's later recommendations for the i deal satire. 

Marvell's satire, fo r example, represents "the Majesty of 

the Heroique , f i nely mix'd with the venom" of satire. 

Virulent satiric portraits of the court party, character

ized by animal and sexua l imagery, contrast with the 

heroic portraits of members of the country party and with 

the panegyric on Lord Douglas. Mock heroic passages, such 

as the battle over the excise, contrast with lyrica l pas

s a ges of pastoral description, such as De Ruyter's journey 

31 Andre w Marvell, The Po e ms and Letters of Andrew 
Marve ll, ed. H. M. Margoliouth, 3rd ed. rev. by Pierre 
Legouis with the collaboration of E. E. Duncan Jones, I 
(Oxford: Clare ndon Press, 1971); hereafter cited as Poems. 
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up the Thames. In addition to blending the heroic and 

satiric, Marvell also employs the pattern of admonition 

t o virtue and lash i ng of vice ft Bis thes i s, t h e centra l 

vice he lashes, is the corruption of the courts, and he 

examines this central vice through a variety of devices, 

including portraits and debates. He presents a corre-

sponding moral virtue through specific examples of heroism 

and virtuous behavior, and he pleads with Charles II to 

recognize the corruption around him and tc .demand models 

of virtue in his advi sors. Like Dryden, Marvell employs 

the heroic couplet in his satire. Other heroic devices 

are woven into the fabric of the poem. Alan Fisher notes 

that the defeat of excise in Parliament is described as 

an epic battle and that the description of the Dutch naval 

victory at Chatham alludes to heroic passages in 

Spenser's Faerie Oueene; in addition, Warren Cherna ik 

notes Marvell's use of military metaphors, ep ic similes, 

and the convention of unselfish heroism associated with 

32 epic poetry. These devices contribute to the creation 

of a heroic perspective in Marvell's satire. 

32 Alan S. Fisher, "The Augustan Marvel l: The Last 
Instructions to a Painter," English Literary History, 38 
(1971), 223-38, and Warren L. Chernaik, "Marvell's Satires: 
the Artist as Puritan," Tercentenary Essays in Honor of 
Andrew Marvell, ed. Kenneth Friedenreich (Hamden, Conn.: 
Anchon Books , 1977), p. 275. 
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A third influence upon the heroic and satiric 

political portraits of Dryden and Marvell is t he genre of 

the cha racte r . Inco r por a t e d i n both Th e Last I n s tru c t i ons 

to a Pai n ter a nd Abs a lom and Achitophel is a serie s of 

character sketches which portray both the heroes and 

villains of Restoration politics. As Mary Claire Randolp h 

points o ut in her descripti on of f ormal verse satire, the 

satiric character or portrait is one method of illustrat-

. h • • J h • 33 ing t e satirists t esis. The character as a lit e rary 

form h a d its beginnings with The ophrastus, a follower of 

Ar i stotle who compos e d thirty character sketches around 

31 9 B. c. 34 The aim of his character sketches was t o 

portray a rep r esentative type, and his method was to pro

vid e enough examples of the character's behavior to crea t e 

h 
. 35 

a portrait type , for example , t e Vain Man. Various 

rhetorical device s contribute to the presentation of the 

Theophrastan character , includ ing puns, conundrums, 

insulting similes, and an introductory statement 

33 Randolph, p. 174 . 

34 He len c. White a nd others, eds ., Seventeenth
Ce ntur y Ve rs e a nd Pro se, Volume I: 1600-1660, 2nd e d . 
(New Yo r k: the Macmillan Co., 1971), p. 174. 

35 Benjamin Boyce , The Polemic Character, 1640-1661: 
A Chapte r in English Literaty History (Ne w York: Octagon 
Books , 19 6 9 ) , p. 7 . 
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containing a "blistering" figurative definition. 36 In 

addition to the sketches of Theophrastus, other influences 

on the d evelopment of the characte r i ncluded the me di e va l 

allegorical tradition, rhetorical devices such a s the 

descriptio personae, the theory of humours, and verse 

37 satire and epigram of the sixteenth century. 

The translation of Theophrastus into Latin by Isaac 

Casaubon in 1592 stimulated interest in the character as a 

literary form, and three English writers contributed to 

its early development. Joseph Hall, Thomas Overbury, and 

John Earl e adopte d a nd modi f ied the form in several ways, 

as Charles W. Daves points out in his introduction to 

38 Sa muel Butl e r's Characte r s . First, Joseph Hall, whose 

Charact e rs of Vertues and Vices (1608) introduced the 

form in England , portrayed both virtuous and reprehensible 

types whereas Theophrastus depicted only reprehensible 

types. Hall also preferred pointed , epigrammatic expres-

sions and the lively image over the plain style of 

Theophrastan d etachment . Second, in his Characters 1614 

36 Boyce, pp. 2 3 , 2 9 , 3 3 . 

37 
White , p. 174. 

38 Samuel Butl e r, Characters , ed . with introduction 
and notes by Charles w. Daves (Cleveland: Press of Case 
Western Reserve Univ . , 1970), pp. 7-9. 
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Sir Thomas Overbury used puns, clever phrases, and figura

tive language and developed portraits of social types 

rather than m r a l or psychologic a i t ypes ; fu r t h e r mo r e, n e 

commented on the manners, speech, behavior , and occupation 

of his characters. Third, John Earle, whose Microcosmo-

qraphie (1628) is considered the best of the characters, 

emphasized motives and behavior, and used gentle humor and 

wit to develop his characters. As conceived by Earle, 

the aim of the character was "to ingrave , or make a deep 

Impression," and he emphasized conciseness of expression 

and unity of desi gn: 

Character is also taken for an Egiptian 
Hierogliphicke, for an impresse, or shorte 
Embleme; in little comprehend ing much. 

To square out a Character by our English 
levell, it is a p i cture (reall o r personall) 
quaintlie drawne in various collours, all of 
them heightened by one shadowing . 

It is a quicke a nd soft touche of many 
strings, a ll shutting upon one musicall close: 
It is wits descant on any plaine song.39 

From the characters of Hall, Overbury, and Earle 

evolved the polemic or pamphlet character and the portrait 

character. The pol e mic character praises or satirizes a 

r eligious, political, or social group; examples of this 

39 Sir Thomas Overbury, "What a Character Is," 
Seventeenth-Century Verse and Prose, Vol. I, 1600-1660, 
p. 183. 
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genre include John Cleveland's Character of a London 

Diurnall and Samuel Butler's collection of Characters and 

h ' k h . - d ' b 4 0 is s etc e s in Hui r a sa The portrait chara cter is a 

sketch of an historical figure; Clarendon's portraits in 

History o f the Rebellion, Halifax's historical portraits, 

and Milton's biographical portraits are examples of this 

41 type . Often the portrait character, which blends ele-

ments of the Theophrastan character and the historical 

por t rait , is set in a larger work. Some d istinction was 

made between the portrait and the cha racter; whereas 

portraits separated a man from the group or type, char-

d d . . d 42 acters create a type a n epitomize a group. Richard 

Flecknoe, who wrote Eniqmat i call Characters and Heroick 

Portraits, attempted to distinguish betwee n a character 

and a portrait: 

40 

41 

42 

43 

The portrait ha s this advantage of the character, 
that it gives you the bodies resemblance together 
with the disposit ion of the mind , and the Writer 
of the Painter, that he depaints the Minde and 
Body too.43 

Boyce, p. 12. 

Daves , p. 10. 

Boyce , pp. 37-38. 

Quoted in Benjamin Boyce, The Character Sketches 
in Pope's Poems (Durham , N.C.: Duke Univ. Press, 1962), 
p. 89. 
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Thus, in Flecknoe's mind the portrait represents fuller 

charac t e r del i nea t ion than t h e c harac te r emb odies . How-

ever, the two terms were linked and used inte r changeably , 

as shown in the title Portra its or Characters of Tyrants 

and Protectors Se t Forth in their Colours by J.P. 

Portrait characters of both Cromwell and Charles II 

are i ncorpora ted into works of various seventeenth-century 

writers. A few examples reveal both the heroic and 

satiric perspectives with which the two leaders were 

viewed. For instance , Milton's cha racter of Oliver 

Cromwell in Second Def e nse of the English People fo c uses 

upon t he "magnitude and r apidity" of Cromwell's achi e ve

ments, his "extraordinary and almost supernatural virtue," 

and his personal magnetism that attracts the most talented 

. d. . 44 in ividuals. A more mundane view of Cromwell than 

Milton's sketch is included i n Cleve land's The Characte r 

of a London Diurnall. Cleveland give s a not-so-flattering 

portra it of Cromwell giving a speech, "with his neck awry, 

holding up his ears, as if he expected Mahomet's Pidgeon 

to come and prompt him. 1145 Charles II was also portrayed 

44 
Milton, p. 832. 

45 John Cle ve l and, Po e ms 1653 (Menston, Yorkshire: 
Scolar Pre s s , 1971), p. 92. 
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from different points of v iew. In 11 A Character of 

King Charles II" Halifax attempts to convey b oth strengths 

a nd weaknes~es of Charles II. 

is counterpoised by a flaw. 

Often a n asset of the k~ng 

Halifax, for example, 

de s c ribe s Cha r les's wit, his q u i ckness of apprehension , 

his a ffability, and his a bility to read the motives of 

others, yet Charles was "so good at f inding out other 

men' s weak sides, that it mad e him less intent to cure his 

own. 11 4 6 Halifax also views Charles from a number of per

s pectives, including sections on his ministers a nd his 

mistresses. In An Essay Upon Sati re John Sheffield, Earl 

of Mulgrave, a lso depi cts Charles II and other literary 

and pol i tica l f i gures in a series of po r traits wove n i n t o 

his critical comments on satire. In his portrait o f 

Char les II Mulgrave describe s "saunt'ring Charle s" (1. 65 ), 

. . 47 
caught betwe en a nd misled by two mistresses. In contrast 

to what Mulgrave te r ms "loyal Libels" a ddressed to 

Charles II is the vitriolic portrait of Charles II in the 

46 George Savile, Marquess of Halifax, The Complete 
Wor ks o f Ge org Sa vile , Marquess o f Hali fax , ed . Walter 
Raleigh ( Oxford: Clarendon Pre ss, 1912), p. 201. 

47 Jo h n Sheffield, Ea rl of Mulgrave, An Essay Upon 
Sati re , Poems on Affairs o f State , ed . George de F. Lord, 
I ( New Haven: Yale Univ. Press, 1963), p. 404; hereafter 
cited as POAS in the text. 
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Earl of Rochester's "Scepter" Lampoon. Rochester depi c t s 

Charles as "a merry Monarch, scandalous and poor," 

"starving his sold iers , hazarding his crown, 11 a nd he 

descr i b e s in crude terms the sexual habits of ''the eas iest 

king and best-bred man alive" (POAS, 11. 21, 7, 4). 

Like their c ontemporaries , Dryden and Marvell 

incorporate portrait characters into their satires. 

portrait charact e rs serve as examp l a of their satiric 

These 

the sis. In Absal om and AchitS2_2..~el Dr yden create s por-

traits o f two g ro ups, the loyalists to Charles II, and 

the malcontent s , t hose who opposed the k ing a nd favored 

the suc ce ssion of th e Duke of Monmouth, illegitimate son 

of Charl e s, rathe r than Char l es's brothe r James, ri ghtful 

heir to the th r o ne . The individual portraits of Ab s alom, 

Shimei, Corah, and Zimri combine to form one character: 

48 the Rest l e ss Malcont ent. To develop his portraits, 

Dryden us e s a var iety of devices . Using the controlling 

metaphor of biblica l histo r y to unify his poem, Dryde n 

employs biblical al lusions , often for ironic or satiric 

purposes . Furthermore, h e us es contrasts of characters , 

imagery, and diction to accomplish the ob j ect ives o f 

48 Bernard Schilling, Dryden and the Conservati v e 
Myth: A Reading o f Absamom and Achitophel, 2nd ed. 
(New Hav e n: Yale Univ. Press, 1964) , p. 199 . 
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aligning the forces of David with good and the forces of 

Absalom and Achitophel with evil. In a d d i tion, he uses 

specific rhe t o ri cal t e c hn i qu e s to condemn the mal conte nt s 

and to praise the loyalists: all i ter a tion , ironic anti

climax, puns, and balanced const r uctions. Ma rvell a lso 

develops portraits of two opposing groups, those 

associated with the court of Charles II and those heroic 

individuals who oppose the values of the court. Marvell 

ali gns the c ourt portraits with avar ice, luxury, " the ne v 

Whore of State" (Po ems 1. 150), and "Safety , Gai n , and 

Ease" (Poems, 1 . 501), and he develops these portraits 

t hrough spe c if ic patterns of imagery and di ction, 

especially i mages of sexual depravity and political cor

ruption. In contrast to the corrupt cour t iers is "A 

Gross of English Gentry, nobly born, / Of clear estates , 

and to no Faction sworn" (Poems 11. 28 7-88), unse lfishly 

committed to the good of the country; thes e heroic por

traits a re developed through the image of s olitary valor. 

A four th influence upon t he satiric and heroic 

po lit ica l portrai ts of Dryden and Marve ll i s the genre of 

t he pai n ter po e ms. The major satire of each writ e r, Last 

Inst ructi o ns to a Painter a nd Absalom and Achitophel, 

employs conventions of this genre. During the seventee nth 

c entur y , p o e try and painting were r e ferred to as "sister 
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arts " ; Horace's simile ut o ictura poesis, the saying 

attributed by Plutarch to Simonides that painting is mute 

poetr a _d poetry a speaki~g pict ure, a nd Aris t otle's 

analogy b e tween poetry and painting in the Poetics were 

c ited fr equentlyby the writers of t he seventeenth 

49 century. For e x ample, in Timber, or Discoveries Ben 

Jonson remarks , 

Poetry and Picture a r e Arts of a like natu re, 
and both are busie about imitation. It wa s 
excellently sa id of P l utarch , Poetry was a 
speaking Picture, and Picture a mute Poesie . 
Fo r they both i nvent, paint, and devi se many 
things, and accomodate all the$ inven t to 
the use a nd service of nature . 0 

Thu s , the analogy betwe e n p oetry a nd painti ng b e c a me a 

convention in the works of Dryden, Marvell, and o ther 

·t f h . d 51 wri ers o t e perio. A group o f p o ems known as 

adv ice-to-a -painter po ems specifically express the 

49 I ' ' h Rensselae r W. Lee, 'Ut Pictura Poe sis : t e 
Humanistic The ory o f Painti n g ," Art Bulletin , 22 (1940), 
199. 

SO . . . C . . 1 Ben Jonson , Timber , or Discover ies, ritica 
Es s ays of the Seventeenth Century, ed . J.E. Spingarn, I 
(Bloomingt on : Indiana Univ. Press , 1968 ), 29 . 

51 J e an H. Hagstrum , The Sister Arts : The Tradition 
of Lite rary Pictorialism and English Poetry fr om Dryden 
to Gray (Chicago : Univ . o f Chicago Pre ss, 1958 ), 
p . 180 . 
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correlation between poetry and painting. Edmund Waller's 

Instructions to a Painter introduced the form in England 

in 1665. Waller's work is mode lled upon Giovanni 

Francesco Busenello ' s Prospective of the Naval Tr iumph 

of the Venetians (1658) which depicts the Venetian defeat 

of the Turkish navy. 52 Heroic in tone, Waller's 

Instructions gave impetus to a number of satirical advices 

to a painter. Unlike Waller's heroic treatment of events, 

these sat irical advice s to a painter present a critical 

analysis of contemporary history. Nevo calls these poems 

written around the end of 1666 the ini tial phase of the 

anti-heroic or mock-heroic mode. 53 

Waller I s I nstructions to a Painter is a panegyric 

celebrating the victory of the Duke of York over the Dutch 

on June 3 , 1665 . Waller's technique is to instruct a 

painter on how to depict the heroism of the English in 

their victory over the Dutch. Waller sets up the confron

tation with his initial instructions to the painter on how 

to a rrange the canvas: "First draw the sea" (P OAS 1. 1) 

and "here place the British, there the Holland fleet, / 

52 Earl Miner , " ' The Poetic Pictur e , Painted Poetry ' 
of The Last Instructions t o a Painter," Modern Philology, 
63 ( 1965-66 ), 288. 

53 Nevo , pp. 156-57. 



Vast floating armies, both prepa r'd to meet!" (POAS 

11. 3-4). The poem treats James, Duke of York and Lord 

High Admira l , as a vali a nt warrior, upho ld i ng "his 

brother's glory and his country's cause '' (POAS l . 13). 

Aligned with the classical hero Achilles, James is 

Eng l and's "bolder hero," "the bulwark of his native 

59 

land" (POAS 11. 131-32) . The Duke is also identified with 

mythological and biblical heroes. He resembles Mars "when 

Jove sends Mars down to scourge perfidious men" 

( POAS l . 210 ) . Like Jacob "when he thought the stains/ 

Of his son ' s coat had issued from his veins" (POAS 11. 157-

58), the Duke, splattered with the blood of three worthy 

persons of his fleet and motivated by revenge, goes on to 

victory over the Dutch. The peom also ce l ebrates the 

valor of the English, l ed by the examples of t he 

victorious York and of Charles II, "the soul," "the first 

mover" for "peace , the nation's glory, and our trade's 

increase" ( POAS l. 3 2 4) . Waller's Instructions is epic 

in scope as the whole world expectantly awaits who shall 

reign over the conquered main and as heaven is concerned 

over the importance of the war . Also celebrating the 

spirit of the Englis h in the time of the Dutch War is 

Dryden's Annus Mirabilis, which likewise employs pic

torial technique s . 
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Following Waller's heroic Instructions to a Painter 

were a number of poems turned from a heroic to a satiric 

pa int ing o f contemporary ~vents a nd politica l f igures . 

In these a dvice-to-a-painter poems the poet-persona is a 

patriotic satirist who instructs an artist to paint a 

critical portrait of historical events and persons. For 

example, The Second Advice to a Painter, attributed to 

Marvell by some scholars, parodies Waller's poem and 

includes incidents omitted by Waller that reveal the 

shortcomings, greed, and cowardice of English leaders. 

Ra t her than the heroic portrait of James, instead of the 

bra s h and active hero of Waller's poems, The Second Advice 

t o a Paint er portrays J a mes as one who chooses "to keep 

far off and others interpose" (POAS, 1. 90), a leader who 

is asleep when he should be actively pursuing the Dutch 

and who thus allows the Dutch to escape . Third and fourth 

advices follow the second, but the painter poem which most 

critics agree to be Marvell's is The Last Instructions to 

a Painter. The Last Instructions to a Painter uses the 

painter convention to paint the ignominious scene of 

English naval defeat at Chatham and to draw heroic a nd 

satiric por traits, respectively, of the country and court 

parties. The poem also employs a numb e r of satiric tech

niques such as burlesque and mock heroic to create scenes 



61 

of parliamentary debate. In many respects Absalom and 

Achitophel resembles Last Instructions. Although Dryden 

does not explicitly instruct a painter to depict the 

scene satirically as Marvell doe s , Dryden ~onnects 

Absalom and Achitophel with the painter convention in 

the motto on the title p ag e : "Si propius stes Te capiet 

Magis." The motto, which means "if you stand closer, it 

will capture you more," is taken from a passage in 

Horace's Ars Poetica; this passage contains the phrase 

"ut pictura poesis ." Dryden's analogy between poetry 

and painting is further developed in "A Parallel between 

Poetry and Painting" (1695). In The Sister Arts Jean 

Hagstrum calls the structure of Absalom and Achitophel " a 

picture-gallery type of structure," moving from scene to 

scene, tableau to tableau, and creating a "display of 

54 personages ." As in Last Instructions, the technique of 

moving from scene to scene and tableau to t ableau allows 

the writer to comment on and describe a number of 

political events and historical figures. Furthe rmore, 

both Hagstrum and Pat Rogers ca ll Dryden's technique 

"portrait caricature," described by Rogers as " something 

approaching genre painting; a more or less realistic 

54 Hagstrum, p. 181. 
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'landscape of sat i re, ' with allegorical motifs replaced 

by naturalistic detail. 1155 Restoration wri ters connected 

t h e g enre of sati r e with the painting of port raits. In 

Rogers' words, "the violence of lampoon was joined with 

th f . f . ..56 e inesse o portraiture . 

The tradition of epideictic oratory, the epic or 

heroic genre, the genre of the character, and the tradi

tional association of poetry and pa inting that resulted 

in the advice-to-a -painter poems--the four tra ditions 

aided both Dryden and Marvell in creating their heroic 

and sat i r i c politi c al portraits o f Cromwell and of 

Charles II. Analysis of specific s ati res and panegyrics 

in the following chapters will show to what extent the 

two wr iters used the tradit iona l forms and to what exte nt 

they were innovators. 

55 Pa t Rogers, The Augustan Vision (New York: 
a n d Noble , 1974), p. 172. 

56 Rogers , p. 173. 

Barnes 



CHAPTER III 

HEROIC PORTRAITS OF OLIVER CROMWELL 
AND CHARLES II 

Six poems by Dryden and Marvell to be analyzed in 

this chapter support and praise Oliver Cromwell or 

Charles II: "The Hora ti an Ode Upon Cromwel 's Return from 

Ireland," "The First Anniversary of the Government under 

0. C. , " "A Poem upon the Dea th of O. C. , " "Heroique 

Stanzas to the Glorious Memory of Cromwell," "Astraea 

Redux: A Poem on the Restoration of Charles the Second," 

and "To His Sacred Majesty, A Panegyr ick on His Corona -

tion." Of the se poems the on ly p oem to arouse much 

critical controversy is "The Horatian Ode Upon Cromwe l's 

Return from Ireland." Whereas the other poems do not 

enjoy a high critical reputation , " The Horatian Ode" has 

bee n highly praised. L. C. Knights, for example, calls 

the ode not just "s imple p anegyric" but "the greatest 

1 political poem in the language." Also praising the ode 

is Rosalie Colie , who calls the ode "the best English 

1 L. c. Knights, Public Voices: Literature and 
Politics with Speci a l Reference to the Seve nteenth Century 
(Totowa, N.J.: Rowman and Littlefield, 1972), p . 92. 
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heroic ode. 112 In addition to recognizing its poetic 

merits, other critics analyze the poem's effectiveness in 

por t raying political c hara c te r and e v ent. Lawrence Hy:i:na.n , 

for instance , calls it "a skillful, highly effective 

argument in support of Cromwell. 113 Similarly Ruth Neva 

describes "The Horatian Ode" as "a most scrupulous record 

of a profound mind comprehending to the fullest the fact 

of social revolution. 114 Finally, Cleanth Brooks describes 

the ode as "no panegyric on Cromwell but an unflinch ing 

5 analysis of the Cromwellian character." 

In addition to praising the ode, scholars have found 

matters for controve rsy. The debate over "The Horatian 

Ode " c e nt e rs upon Marvell's acceptance of Cromwell as 

r uler and his attitudes toward the man. In a reading of 

the poem emphasizing ambiguity and irony, Cleanth Brooks 

2 Rosalie L. Colie, "My Ec choing Song": Andrew 
Marvel l's Poe try of Criticism (Princeton: Princeton Univ. 
Press, 1970), p. 20 . 

3 Lawrence Hyma n, Andrew Marvell (New York: Twa yne 
Publi s hers, Inc. , 1964), p. 79. 

4 Ruth Neva, The Dial of Virtue : A Study of Poems 
on Affairs of Sta t e in the Seventee nth Century 
(Princeton: Prince ton Univ. Press, 1 963), p. 98. 

5 Clea nth Brooks, "Cri ticism and Literary History: 
Marvell's Horatian Ode," Sewanee Review, 55 (1947), 
216. 
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stresses Marvell's ambivalent admiration for and condemna

tion of Cromwell, and he reads the poem as an impartial 

6 dra mati c treatmen t of Cromwe ll's strugg ::_e fo r power . 

Responding to Brooks's reading of the poem, Douglas Bus h 

counters Brooks's explor ation of sinister connotations 

of d iction and his interpretation of irony in the poem; 

he believes, instead, in Marvell's genuine admiration of 

Cromwell as presented through 11 a suble portrait" of 

Cromwell, "warts and all. 117 In H. M. Margoliouth 's 

opinion Marvell sympathized with the king but recognized 

the irresistible power of Cromwell: 

6 

7 

[T]he od e is the utt e rance of a constitutional 
monarchist, whose sympathies have been with the 
king, but who yet b e lieves more in men than in 
parties or principles, and whose hopes are 
fixed now on Cromwell , seeing in him both the 
civil ideal of a ruler without p ersonal ambi
tion, and the man of d e stiny moved by and yet 
himself driving (1. 12) a power which is above 
justice.8 

Brooks, pp. 199-222. 

Douglas Bush, "Marvell's Horatian Ode," Sewanee 
Revi e w, 6 0 ( 19 5 2 ) , 3 6 3- 7 6 . 

8 And r e w Marve ll, The Poems and Letters of Andrew 
Marvell, ed . H. M. Margoliouth, 3rd ed . rev. by Pierre 
Legouis with the collaboration of E . E . Duncan Jones , I 
(Oxford : Clarendon Press, 1971); hereafter cited as 
Poe ms in the text. 
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John M. Wallace also recognizes the ambivalence of 

Marvell's attitude of regret for the murder of Charles I 

and of praise for Cromwell and interprets Cromwe ll' = 

character as both scourge of God and leader of the 

peop le. John S. Coolidge resolves the tensions of the 

poem by emphasizing the Horatian elements, especially the 

tone of laudatory or conditional praise. 9 Finally, 

Lawrence Hyman sees a progression in the Cromwell poems: 

"The Horatian Ode" as argument in support of Cromwell, 

"The First Anniversary" as defense of Cromwell's govern

ment, and "Poem on the Death of 0 . C." as the death of 

Marvell's hopes for an ideal ruler. 10 

Othe r scholarly studies focus upon the structure o f 

"The Horatian Ode," especially the influence of classical 

rhetoric upon Marvell 's ode. Wallace, for example, 

analyzes the structure of the ode as a deliberative 

oration following the divisions of a classical oration: 

exordium , lines 1-8; narratio, line s 9-24; a mplification 

of narratio, lines 25-56; confirmatio, lines 57-80; 

9 John S. Cool idge, "Marvell and Horace," Modern 
Philology, 63 (1965-66), 111-20. 

10 Hyman , p. 10 3. 
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refutatio, lines 81-96; peroratio, lines 97-120. 11 Like 

Wallace, James Edward Siemon sees the poem as a delibera

tive oration treating the topics of opportun i t y , honor, 

d d
. 12 an expe ience. Annabel Patterson also notes the 

importance of deliberative rhetoric upon the ode and the 

lesser importance of forensic and epideictic rhetoric. 1 3 

She analyzes a temporal movement from Charles I's role in 

the past, to Cromwell's return from Ireland in the present, 

and to the country's hopes for the future. Whereas Brooks 

sees a two-part structure depicting first Cromwell's rise 

14 to power and second his wielding of power, M. C. Brad-

brook and M. G. Thomas describe a triple Hegelian movement 

from the thesis of Cromwell's impersonal powe r, to the 

antithesis of Charles's personal dignity, to the synthesi s 

15 of accepting Cromwell's forced power. C. A. Patrides 

11 h 11 . . h . h l. Jon M. Wa ace, Destiny His C oice: Te Loya ism 
of Andrew Marvell (Cambridge: Ca mbridge Univ. Press, 1968), 
p. 100. 

12 James Edward Siemon, And r ew Marvell's School 
Learning : A Study of His Poems in the Light of the Cur
riculum (Unpublished Ph.D. dissertation, Stanford Univ., 
1966), p. 209. 

13 II ' P l ' ' Annab e l M. Patterson, Against o arization: 
Literature and Politics in Marvell's Cromwell Poems ," 
English Literary Renaisance, 5 (1975), 251-272. 

14 Brooks, p. 205. 

15 M. c. Bradbrook and M. G. Lloyd Thomas, Andrew 
Marvell (Cambridge: Univ. Press, 1961), p. 73. 
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adds to these structural analyses the importance of genre 

to form; the traditional form of the ode is an external 

1 6 four-line structure and an interna l complexity o f tone*~ 

The foregoing review of criticism i llustrates t he 

range of critical approaches to the poem. Perhaps the 

diff iculty of the poem arises from the contrast between 

the violent description of Cromwell's entry into politics 

and the calm, reasoned voice of the speaker. Therefore, 

an approach exploring this contrast may illuminate the 

meaning of the poem . To assess the character of Cromwell, 

t h e speaker e mploys propositions set forth in straight

forward statements which contrast sharply with descriptive 

passages emp l oying vivid imagery and me taphor. 

Although Wallace makes a good case for analyzing the 

structure as a deliberative oration, one mi ght also con

sider the structure as a movement from the impassione d 

descriptions of Cromwell's seizure of power to the 

speaker's calm, rational observations and propositions 

that support Cromwell. In three sections the ode pres e nt s 

three aspe cts of Cromwell's character: the first section 

(11. 1-26) draws the portrait o f Cromwell as the 

16 C . A. Patrides, "'Till prepared f o r longer 
flight'": The Sublunar Poetry of Andr e w Marvell ," in 
Approache s to Marveall: The York Terce ntena r y Lecture s , 
ed . C. A. Patrides (London: Routledge and Kegan Paul, 
1978), pp. 3 3-35. 
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irresistible force of angry heavens; the second section 

(11. 27-72) d epicts Cromwell ' s superiority to the 

help l e s s mo narch , Cr omwell ' s seizure o f p ower, and h i s 

destruction of t he old order and c r eation of a new 

republic; and the third section (11. 73-120) shows 

Cromwell as selfless l e ader ca r rying out the will of the 

people in the new order. Th e first section shows Cromwell 

as the fo r ce of angry heavens a nd analyzes this force. In 

t his section Cromwel l e merge s as the warrior hero who is 

ambit i ous for personal honor and glory achieved through 

mi litary batt le . Th is section e nds wi t h t h e me t a p h or ical 

proposition contained in line s 25 -26 : "Ti s madness t o 

res i st or bl ame/ The force of a ngry h e a ven 's fl ames." 

The propo sition assumes that it is madn e s s to res i s t the 

force of ang r y he a vens, that Cromwell is the force of 

angry heavens, and that there f ore it i s mad n e ss to resist 

the f o r ce of Cromwell. What l e ads to this conclusion is a 

series of images and analogies depict i ng Cromwell's force 

as "the force of angry heave ns." The dominant image is 

Cromwel l as a potent flame, and the main analogy is Crom

well as the thre e- f orke d lighting. The ana logy compa ring 

Cromwell to the. lightning b egins a thematic thread that 

c o nveys the essence of h i s character: Cromwell's power 

cannot be contained, bound, r e sisted, or enclos e d. Just 
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as the lightning breaks through the cloud, Cromwe l l bursts 

through the ranks of his own party and asserts his 

. 1 d h' 17 superior ea ers lpa Such energy can neither be 

hampered nor opposed, as the speaker re a l izes i n 

lines 19-20: "And with such to inclose / Is more 

then [sic] to oppose." Not only does Cromwell burn 

th r ough the side of his own party, but he also burns 

through the air, destroying palaces and temples and blast-

ing Caesar's head . Thus, Cromwell represents a powerful 

challenge to the traditional institutions of religion and 

government . 

Other qualities define Cromwell's character in the 

first twenty-six lines of the poem. His restlessness and 

his acti v e ambition prompt him to forsake the contempla

tive life and to urge "his active star " (Poems 1. 12). 

Like the epic hero, Cromwel l thirsts for the glory of con

quest; he cannot "cease/ In the ing lorious Arts of Peace" 

(Poems 11. 9-10). Just as "the forward youth" described 

in lines 1-8 must forsake the contemplative life symbol

ized by books and t he muses for the life of action repre

sented by the armor and corselet, Cromwell must seek 

17 I am indebted to Margoliouth's notes to the poems, 
especially his notations of biblica l and historical 
allusions. 



"adventrous War" ( Poems 1. 11). Several critics have 

noted that the portrait of Cromwell as active hero 

parallels i n many r espects the portra i t o f Cae s ar in 

Lucan's Pharasalia. 18 

Since "it is madness to resist this force of angry 

heavens," one must reflect upon and conclude that "Much 
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to the Ma n is due" ( Poems 1. 28). The second section of 

the poem (11. 27-32) depicts Cromwell's seizing of power 

and founding of the republic. Lines 29-36 provide materi a l 

for the interpretation of Cromwell as Machiavellian hero. 19 

In thes e lines Cromwell appears a s the individual of 

virtu who c r eates a new order from the chaos of the oldo 

Specific words and images convey the idea of the ma nipula

tion, machination, and political plotting of Cromwell, 

Who, from his private Gardens, where 
He liv'd reserved and austere , 
As if his highest plot 
To plant the Bergamot, 
Could by industrious Valour climbe 
To ruin the great Work of Time, 
And cast the Kingdome old 
Into another Mold. ( Poems 11. 2 9-3 6) 

18 Ruth Wallerstein, Studie s in Se v e ntee n th-Century 
Poetic (Mad ison: Univ. of Wisconsin Press, 1965), p. 280, 
and Jos e ph Anthony Mazzeo, Renaissance a nd Se v e nteenth
Century Studi e s (New York: Columbia Univ. Press, 1964), 
p. 169. 

19 Mazzeo, p. 181. 
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"Plot," "industrious Valour," climbe," and "ruine the 

great Work of Time" all give the impression of an oppor

t unist ambit iou s for power . Later i n the p oem the idea 

of political scheming again emerges when in l i nes 47-52 

Marvell describes Cromwell's "wiser art," "twining subtile 

fears with hope" and "weaving a net of such a scope" that 

Charles was forced t o leave Hampton Court. Yet i n "The 

Garden" and in this passage of "The Horatian Ode" Marvell 

use s the garden as symbol of the contemplative life a nd 

of innocence incompatible with worldly ambition and 

poli ti cal maneuveri ng. The use of t he conditiona l "as i f " 

indicates tha t plotting t h e overthrow of the gove r nment 

was antithetical to the s eclusion of the private garden 

which was set apart from the political arena. Ye t the 

Christlike Cromwell emerges from the seclusion of the 

ga r den to assume the scars and burde ns of the Civil War 

when it becomes clear that the leadership of Charles I 

must be cha l l e nged. Furthermore, Cromwell becomes the 

stronger and greater spirit who emerges victorious over 

the weak, impotent monarch. In a debate between Justice 

and Fate, Just i ce vainly pleads the cas e o f a nci ent 

rights, but Fate favors the stronger spirit and argues 

that ancient rights "do hold or break as men are strong 
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and weak." Again Marvell uses the ima ge of a force that 

cannot be bound: 

Nature that h a teth emptiness , 
Allows of penetration less; 
And therefore must make room 
Where greater spirits come. 

(Poems 11. 41-44) 

Thus, Cromwell leaves the reserved, austere life of his 

private garden to assert himself as a force superior to 

the ineffectual monarch. 

The metaphorica l description of Charles I as tragi c 

ac tor beginning in line 53 shows the impotent Charles 

relinquishing to Cr omwell his role as king. Charles is 

no longer ab le to defend his ancient right, a nd these 

rights become "helpless rights." Upon the " tragick 

scaffold" Charles I passively accepts his fate: 

He nothing common d i d or mea n 
Upon that memorabl e Scene: 
But with his keener Eye 
The Axes edge did try: 
Nor call'd the Gods wi th vulgar spight 
To vindicate his helpless Right, 
But bow'd his comely Head 
Down as upon a Bed. ( Poems 11. 5 7-6 4) 

Marvell's a ccount of the execution of Charles I is sup

ported by historian David Harris Wilson. Wilson describe s 

the bravery and fortitude wi t h which Charles I met hi s 
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desire for the liberty and freedom of his subjects and 

the con tinuation of gov e r nment by l aw , " t hen p rayed fo .r 
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a moment, laid his comely head on the block, and signa led 

the executioner to strike. 1120 Despite the courage of the 

king, Fate favors Cromwell's strength of spirit over 

Charles's helplessness. 

However, Cromwell's power is forced, and images of 

blood d ominate this desc r iption: "armed Ba nds," "bleed

ing hands , " and "bleeding Head ." From the bloodiness and 

vi o lence of t h e execution of Charles I comes the ba s i s 

f or a new kingdom . From the d e vastation of ancien t rights 

comes the creation of a new r e pub l ic. 

According to Wilson , a great outpouring of sympa thy 

f l- l f h' . 21 or C11ar es I arose a ter is execution. Hence, the 

speaker's tas k in the final section of the poem is to 

show Cromwell as creator rather t han destroyer. The "and 

now" of line 73 returns the poem to the subject matter 

of its title : the victorious return of Cromwell from 

Ireland. Th e third section of the poem (11. 73-120) 

20 Davi d Harris Wilson, A History of E~land 
(Hinsdale, Ill.: Dryd e n Press , Inc., 1972), p. 389. 

21 · 1 Wison , p. 390. 
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presents Cromwell as the selfless and creative leader. 

Two propositions are central to the presentation of 

Cromwell' s character $ In line s 75 -7 6 is the propo3it ~on 

"So much one Man can do/ That does both act and know," 

which stated syllogistically reads: 

So much one man can do that does both act and know 

Cromwell does both act a nd know. 

Cromwell can do much [for the country.] 

Similarly, the proposition of lines 79-80, "How good he 

is, how just, / And fit for highe st trust," may be stated 

as follows: 

The good, just man is fit for trust. 

Cromwell is good and just. 

Cromwell is fit for highest trust. 

The portrai t of Cromwell that emerges in this section is 

o f the good, just man who acts wisely. Even his enemies , 

whom he has subdued in one year, provide testimony of his 

strengt h. 

goodness. 

Cromwell's a ctions show both his strength and 

He unselfishly presents a kingdom to the people 

and shares fame with them , offering the swords and spoils 

of battle to the people. In line 91 the a na logy o f 

Cromwell to the falcon and the people to the falconer sug

gests that Cromwell's victori es are for the benefit of the 

people; like the falcon trained to capture wild game for 
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the hunter, Cromwell brings the glory o f v ictory to 

England : "What may not then o ur Isle presume / While 

Victory his C~est does l ume 11 (Poems 11. 97 ·-98) . In 

military prowess Cromwell resembles t wo g r eat conq ueror s: 

Caesar, who subj ugated Gaul , and the Carthagenian 

general Hannibal, who ann ihilated the Roman army. This 

mi litary valor will also subd ue "the party-colour 1 d 11 Pi ct 

(1. 106) and " to all s tates not free / Sha ll Clymacterick 

be" (Po ems 11. 103-104). 

The f inal section o f the poem advises Cromwell on 

his fu ture actions. The speaker a dd resses Cromwe ll as 

"Wars and Fortunes Son." Through these two f orces, battle 

and fortune, Cromwel l has a t tained power. Theref o re, the 

speaker advises t ha t "The same Art s that did gain/ A 

Pow' r must it maintain" ( Poems 11. 119 -20). --·-

I f Marvell ambivalently accep t e d Cromwel l's forced 

p owe r at the time o f "The Horatian Ode," he ultimate ly 

a ccep t ed h i s rule at the time of "The First Annive rsary. " 

Like "The Horatian Ode ," "The First Anniversay of the 

Government under O. C. 11 has s park ed some twent ie th-cent ury 

critical debate . John Wal l a ce fee ls tha t Marvel l is 

22 
arguing f or Cromwell 's acceptance of the crown. In 

22 Wallace, p. 108. 
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contrast, Stephen Zwicker opposes this theory, believing 

instead that Cromwell's role resembles that of Gideon, 

the biblical judge, a nd that Cromwell's rol e has 

·11 . . "f" 2 3 mi enarian signi icance. Agreeing with Zwicker is 

Nicholas Guild, who analyzes Cromwell's role as that of 

d • • l • t d • f d I • d 24 ivine y appoin e instrument o Go s provi ence. 

Joseph Mazzeo also interprets Cromwell as instrument of 

di vine providence, and he furthermore sees Marvell's por

trayal of Cromwell as Davidic king. 25 Joseph Summers 

continues the biblical interpretation of Cromwell's 

character; the poem, in his view, praises Cromwell as a 

Noah who survived the flood a nd describes Cromwell's role 

f . . h . 11 . 2 6 
o ushering int e mi enni um. At the heart of this 

23 Stephen N. Zwicker, "Model s of Governance in 
Marvell's 'The First Anniversary , '" Criticism, 16 (1974), 
1-12. 

24 Nicholas Guild, "Marve ll's ' The First Anniversary 
of the Government under O. C.,'" Papers on Lanquage and 
Literature, 11 (1975), 242-53. 

25 Mazzeo, pp. 194-203. 

26 Joseph Summers, "Andrew Marvell: Private Taste 
and Public Judgment," in Metaphysical Poetry, ed. Malcolm 
Bradbury and Da vid Palmer (New York: St. Martin's Press , 
1970) and "Some Apocalyptic Strains in Marvell's Poetry," 
in Tercentenary Essay s in Honor of Andrew Marvell, ed. 
Kenneth Friendenreich (Hamden, Conn.: Ar chon Books, 
1977). 



78 

critical controversy is Marvell's perception of Cromwell' s 

leadership and his attitude toward the nature of 

Cromwell's rule. 

"The First Anniversary of the Government under O. 

achieves the epideictic aim of providing a pattern of 

,. ll 
\.... . 

virtue through praise. Celebrating Cromwell's first year 

in government, "The First Anniversary" sets forth 

Cromwell's ideal function of healing the troubled waters 

of the Commonwealth. Marve ll structures his poem through 

a dichotomy of ideas designed to prove tha t Cromwell is a 

l eader whose heroic virtues t ranscend time and spacee Hi s 

a c h ievements having eclipsed those of earthly kings, 

Cromwell has the high calling of bl e nding a secu lar and 

religious role as leader and o f ushering in the millennium . 

As the poet states, "If these the Times, then this must be 

the Man" ( 1 . 14 4 ) . Several central metaphors define 

Cromwell's leadership and character: Cromwell as divinely 

inspired musician, as master architect, as careful hus

b a ndman, as captain of state, and as charioteer of the 

people. Incorporated into the structure of the poem a r e 

both an elegy lamenting what could have been Cromwell's 

deat h in a c oach i ng accident and the three topics of 

praise used in epideictic orations: external circum-

st a nces, physical attributes, a nd qualities of character. 
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Through biblical allusion and through analogy, metaphor, 

and imagery, Cromwell emerges a s a hero of epic propor

t ions, a hero l a rger tha n li f e wh o is able t o t ranscend 

the limitations of time and space . Having e sta blished 

Cromwell's heroic magnitude, Marvell proceeds to satirize 

the opponents of Cromwell's government. In its skillful 

blending of the genres of panegyric , elegy, satire, and 

the anniversary poem of celebration, "The First Anniver

sary" anticipates the heroic satires of the Restoration. 

Lines 1-44 set the tone and define the dominant 

themes of the poem. These line s represent a logica l pro-

gression from the genera l theme of the limita tions of 

man's transient existence to Cromwell's superiority over 

man's vain struggles in time. Beginning with an analogy, 

the speaker likens man's transitory pursuits as he becomes 

enveloped in time to "the vain Curlings of the Watery 

maze , / Wh i ch in smooth streams a sinking Weight does 

raise" (Poems 11. 1-2). The words in these lines--"sink-

ing," "vain," "declining," "disappears," "weak Circl e s," 

"short Tumults," and "close"--all suggest the v a nity o f 

human endeavors. The theme of the v a nity of earthly pur-

suits is reiterated throughout the poem with such phrases 

as "Fore-shortened Time" ( Poems 1 . 139) and "useless 
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hours and years. 
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At this point, in line 7 , Crom~ell is introdu ed a s 

a c ontrast to "declining" man. The theme of lines 7-12 

is that Cromwell's achievements are a contrast to the 

futility of man's pursuits. Having i n t r oduced the 

vigorous Cromwell, the speaker initiates the argument that 

dominates the first 158 lines of the poem: Cromwell is 

both above time and above "heavy monarchs" who are limi t ed 

b y time. To advance this argument, Marvell cont r asts 

earth l y and heavenly, mo r tal a nd immortal , static and 

active. The active verbs "runs," "restore," "spring," and 

"shines" all suggest the v i gor and energy of the sun-like 

Cromwell. Cromwell has power over time ; he restores the 

day, "shines the Jewe l of the yearly Ring" (Poems 1. 12) 

contracts "the force of scatte r' d Time" ( Poems 1. 13), and 

"in one y ea r the Work of Ages acts " ( Poems 1. 14). The 

activity and vigor of Cromwell contra st sharply with the 

sluggish, static nature of "heavy Monarchs," who are 

weighted down by the limitations of time. Static rather 

than a ctive, these monarchs a re aligned with the earthly 

rather than with the heavenly: 

'Tis he the force of scatter 'd Time contracts, 
And in one Year the Work of Ages acts: 
While heavy Monarchs make a wide Return, 
Longer, and more Malignant then [sic] Saturn; 
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And though they all Platonique years shall raign, 
In the same Posture would be found again, 
Their earthly Projects under ground they lay, 
More s low and brittle then [sic] the China clay : 
We ll ma y t hey strive to lea ve the m t o the ir Sc ~, 
For one Thing never was by one King don. 

(Poems 11. 1 3-2 2 ) ---

Whereas Cr omwell a ccomplishes "the work of Ages" within 

one year, monarchs must pass their projects on to their 

succes sors. 

Continuing this comparison be tween traditional 

monarchs and Cromwell, the speaker in lines 23-48 further 

suggests the false and empty accomplishments of earthly 

kings. They beg a "false Renown" (Poems 1. 24), triumph 

"a t the publick Cos t " (Poems 1. 25), and "fight by 

Others" (Po e ms 1. 27), and their wars are but a "feign'd 

contest" (Po ems 1. 29). This pattern of imagery is car-

ried out with the description of kings f utilely striking 

"the hourly Bell" (Poems 1 . 42) with "vain Scepter" 

( Po e ms 1. 4 2 ) . Furthermore , they lack leadership a s shown 

by the a llustion to I Chron icles 28, which describes 

David's desire " to build an house of rest for the ark of 

the covenant of the Lord" and the Lord's choice of David's 

son Solomon to construct the temple. Whereas Cromwell 

creatively constructs the Instrument of Government, heavy 

monarchs "nei ther build the Temples in their dayes, / Nor 

Matter for succeeding Founders raise" (Poems 11. 33-34). 
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In contrast, the indefatigable Cromwell is constructive , 

creating mus ic to "tune this lower to that higher Sphere 1' 

( Poems 1 . 4 8 ) . James Garrison>=> es in "The First 

Anniversary " a return to the vocabulary and imagery of 

traditional panegyric, ce leb rating an optimus p rinceps 

rathe r t h an a king and imbuing Cromwell with the traits of 

an ideal monarch but a monarch without a crown. 27 I ndee d , 

in alluding t o Solomon, Marvell equates Cromwell wi th t he 

epi tome of kingly wisdom and the symbol o f the Hebrew 

nation at its greatest. 

Having established that Cromwell is superior to tra

d itional monarchs in lines 1- 4 4 , Marv el l conc e ntrate s in 

lines 45 -6 6 upon what Cromwel l, insp ired by God, has 

accomplished. Line 49 dev elops the central metaphor of 

Cromwell as divinely inspired musician through the 

classica l allusion to Amphion. Amphion, incomparable 

music i an and son of Ze u s , and hi s brother Ze thus unde r took 

the building of a wall a round Thebes. Through divine 

inspiration such me sme rizing s ounds issued from t h e lut e 

o f Amphion that the stones moved and followed him to 

Thebes; each note res ul t ed in "a n ew Story lay'd " ( Po ems 

1 . 55) a nd the ultimate creation of the harmonious city 

27 James D. Garr ison, Dryde n a n d t he Tradition of 
Panegyric (Berkeley: Univ. o f California Pres s, 1975), 
pp. 1 36-39 . 
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of the Seven Gates. Like Amphion, Cromwell creatively 

constructs the commonwealth and tunes the "ruling 

Instrument'' (Poems 1. 6 8) composing d iverse voice s into a 

harmonious song as he attempts t o construct a constitu-

tion. As the divinely inspired Amphion, Cromwell is a 

contrast to "tedious statesman" whose clumsy efforts 

"hack" or break the musical harmony. Not only is Cromwell 

the supreme musician, but he is also master architect, as 

the architectural imagery in this passage shows: 

The Common-wealth doe s through their Centers all 
Draw the Circumf'rence of the publique Wa ll; 
The crossest Spirits here d o take their part, 
Fast'ning the Contignation which they thwart; 
And they, who s e Nature leads them to divide , 
Uphold, this one, and that the other Side; 
But the mos t Equal sti ll sustein [sic] t h e 

Height, 
And they as Pillars keep the Work upright; 
While the resistance of opposed Minds, 
The Fabr ick as with Arches stronger binds, 
Which on the Basis of a Senate free, 
Knit by the Roofs Protecting weight agree. 

(Poems 11. 87-98) 

Knowing precisely and instinctively which forces will 

strengthen the pillars of the state, Cromwell asserts his 

authority, his "protecting weight," to bind together 

opposing forces into a solid construction. 

Further associating Cromwell with the heavenly is the 

comparison of him to a star. Resembling a star, Cromwell 

"Here shines in Peace, and t h ither shoots a War" 
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(Poems 1 . 102). This comparison initiates the apocalyptic 

section of the poem. Several critics discuss the 

a pocalyptic strain s i n the poem : Cromwe ll ' s heralding 

the millennium his pursu ing the anti-Christ , and hi s 

de feating the kingdoms and monarchs of earth. 28 As a star 

Cromwel l's light and illumination provide a pattern for 

other princes to follow, but these melancholy princes are 

ignorant of the providential design of the latter days. 

In contrast to these unhappy and unprepared princes is 

Cromwell, who kn ows "not where Heavens choice may light, / 

Gird s yet his Sword, and ready stands to fight" (Po ems ----

11. 147-48). Similarly, these hapless princes are a l igned 

with sluggishness and inactivity through such phras es a s 

"Regal sloth" (Po ems 1. 122) and "long Slumbers" (Po ems 

1. 122) whereas Cromwell is associated with activity and 

energy through such phrases as "outwings the wind" 

( Poems 1. 126) and "Pursues the Monster" ( Poems l. 128), 

the beast described i n Revelation. In this allusion to 

Re velation 12.20 and Dani e l 7 and 8 Cromwell pursues 

the beast which must be destroyed before the reign of 

Christ can once come to fruition whereas the princes give 

the i r all e giance to the whore of Babylon , an allusion to 

28 Zwicker, pp. 6-11; Summers, p. 195; and Mazzeo, 
p. 198. 
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the great whore with whom the kings of earth have com-

mitted fornication. Having established the millennial 

role of Cromwell , the s p e aker advances the argument that 

"if these the times, then this must be the ma n" and 

wistfully says, 

Hence oft I think, if in some happy Hour 
High Gra ce should meet in one with highestPow'r, 
And then a seasonable People still 
Should bend to his, as he to He a vens will, 
What we might hope, what wonderful Effect 
From such a wish'd Conjuncture might reflect. 

(Poems 11. 131-36) 

The overall po r trait of Cromwell in this section of the 

poem stresses Cromwell's selfless readiness to oppose the 

anti-Christ and to usher in the mi l lennial rule of Christ. 

To amplify this portrait of Cromwell, "The First 

Anniversary" incorporates elements of the elegy. Line 175 

begins the account of Cromwell's coaching accident at 

Hyde Park September 29, 1564, and provides Marvell with 

the opportunity to create the hypothetical situation of 

Cromwell's death and thus to offer praise as though he 

were dead. Having recreated in lines 191-200 the commo-

tion and chaos of the accident as the horses are left 

without guidance, the speaker describes the panic which 

ensues at the possibility of Cromwell's death: 



And all about was heard a Panique groan, 
As if that Natures self were overthrown. 
It seem'd the Earth did from the Center tear; 
It seem'd the Sun was faln out of the Sphere. 

(Poems ll o 203 -2 05) 

Marvell effectively conveys this sense of chaos and 
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futility in a parallel con struction: "Just i ce o b s tructed 

lay, and Reason fool'd; / Courage disheartened, and 

Religion cool' d 11 
( Poems 11. 207-2 08). In contrast to the 

chaos on earth, Cromwell's peaceful ascent into Heaven is 

likened to El i jah's being taken off to Heaven in a fiery 

cha riot. This comparison to the biblical h e r o Elijah is 

hei ghtened by the description of Cromwell's bringing 

relief to the thirsty land as he "o ' r-took and wet the 

King" (Poems 1. 238) just as Elijah brought relief to 

Israel's drought after his denunciation of King Ahab. The 

speaker's fear throughout the description is that 

Cromwell's fall threatens to overturn the entire country. 

The fear that the country might be left without the 

direction of Cromwell is resolved later in the poem when 

Cromwell is compared to the mate who, during a tempest at 

sea, seizes the helm f r om an incompetent steersman and 

guides the ship to safety. The elegiac form, with its 

dual aim of l a menting his death and praising his virtues, 

incorporates the th r e e topics of praise to heighten the 

loss to England had Cromwell's accident been fatal. 
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Worked into the framework of the elegy are the three 

rhetorical topics of praise: external circumstances , 

physical attributes, and q ualit i es o f char acte r. The 

first topic of praise is external circumstances, which 

happen by chance or fortune and which include descent, 

education, and titles to fame. Directly addressing 

Cromwell, the speaker celebrates the birth of Cromwell, 

praises his descent, and especially lauds Cromwell's 

saintly mother in lines 159-164: 

And thou, great Cromwell, for whose happy birth 
A Mold was chosen out of better Earth: 
Whose Saint- like Mother we did lately see 
Live out an Age, long as a Pedigree; 
That she might seem, could we the Fall di s pute, 
T'have smelt the Blossome, and not eat the 

Fruit. (Poems 11. 159-64) 

Cromwell is molded out of "better earth" to a virtually 

sinless and chaste mother. Another reference to 

Cromwell's family is to the family motto , "Pax Quaeritu 

hello y mors meta laborum" ("but walk still middle betwixt 

War and Peace"), indicating the classical ideal of the 

middle way. Furthermore, Cromwell's family is compared to 

Noah's in lines 282-83: "Thou, and thine House, like 

Noah's eight did rest, / Left by the Wars Flood on the 

Mountains crest." Comparing Cromwell to the biblical hero 

Noah serves to amplify the topics of praise. After the 



devastation of the flood of the Civil War, Cromwell 

assumes the role of husbandman who carefully tends and 

cultivates the v i ne o f lib er t y, jus t as Noah became a 

husbandman and planted a vineyard a fter the destruction 
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of the biblical flood. Another topic of external circum

stances is titles to fame. Whether Cromwell should accept 

the title of king is a central concern in the poem. 

Marvell argues that Cromwell seems a king and "yet the 

same to be a King does scorn" (Poems 1. 388). Like Gi deo n 

in Judges 8.2 3, who defeat s the k ings of Midian and then 

refuses the Israelites' offer to rule over them, Cromwe l l 

also refuses the title of king and t akes instead t he title 

of Protector. Zwicker sees similariti e s between 

Cromwell's role as protector and Gideon's role as 

biblical judge in that each was chosen by God to deliver 

29 his people and to restore peace. 

The second topic of praise is physical attributes 

bestowed by nature, such as agility , beauty, and health . 

"The First Anniversary" is a c e l ebration of Cromwell's 

vigorous physical activity: he r uns with vigor, in one 

year does the work of ages, tunes the ruling instrument, 

29 Stephen N. Zwicker, Dryden's Political Poetry: 
The Typology of King and Nation (Providence: Brown Univ. 
Press, 1972), p. 54. 



and constructs a government. Specifically the poet 

praises the manner in which Cromwell in his own fields 

"exercisedst long,/ An d he a l thful Mi n d wi t hin a Bod y 

strong" (Poems 11. 231-32) and lauds Cromwell for not 

applying his sober spirit unto things too high. But 

Cromwell's strength is not just mortal. Like the epic 
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hero, he possesses superhuman and supernatural strength; 

for example, with Herculean strength Cromwell hurls the 

world about him (1. 100). As the speaker has illustrated 

throughout the poem, Cromwell's energy and vigor trans

c end the limits of time and space and his talents far 

surpa ss those of tr aditional monarchs. 

The thi r d topic of pra i se is qualities of characte r, 

especially the four cardinal virtues of wisdom, justice, 

courage, and temperance. "The First Anniversary" is a 

celebration of Cromwell's just and unselfish leadership. 

This selfle ssness is shown as Cr omwell gives up the 

privacy of his b e loved garden to become the "Peoples 

Charioteer," foregoing his own personal desires to assume 

leadership. The poe t praises Cromwell's sacrifice when 

he says, "Therefore thou rather didst thy Self depress, / 

Yi eld ing to Rul e , because it made thee Less" (Poems 

11. 227-28). Having established the selflessness of 

Cromwell's leadership, the poet d e picts the cardinal 
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virtues of wisdom and justice as he shows Cromwell care

fully weighing his decisions and wisely considering 

al ternat ives, ''Ch o os i n g each St o n e , and poysing ever y 

weight, / Trying the Measures of the Bredth and Hei g ht " 

(Poems 11. 245-46). Furthermore, the cardinal virtue of 

temperance is shown as he rises above petty bickering and 

the attacks of the Levellers and other fanatic groups; 

the poet praises this self-restraint in direct address: 

Though thou thine Heart from Evil still 
unstain'd, 

And always hast thy Tongue from fraud refrain'd: 
Thou, who so o f t through Storms of thundring 

Lead 
Hast born securely thine undaunted Head, 
Thy Bre st through ponya rding Conspira c i e s, 
Drawn from the Sheath of lying Prophec i es; 
Thee proof beyond all other Force or Skill, 
Our sins endanger, and shall one day kill. 

(Poems 11. 167-74) 

Finally, the poet praises the cardinal virtue of courage 

showing that Cromwell's courage is tempered by maturity. 

Having praised the virtues of Cromwell, the speaker 

turns his attention to satirizing the opponents of 

Cromwell. Here the voice of the speaker changes from that 

of the rational and calm supporter of Cromwell to that of 

the railing satirist whos e role is to defend Cromwell. 

The seventeenth century was a time of proliferation of 

religious sects, many of which opposed Cromwell's 



91 

government. Thus the poet imagines the rejoicing of such 

groups as the Fifth Monarchists and Quakers at the pos-

sible death of Cromwel l. Like the heavy mo narc hs in the 

beginning of the poem, these religious groups exercise a 

deleterious effect upon the country. A similar pattern 

of imagery connects the two groups. Whereas Cromwell 

rises upward and moves forward, these fanatical fringes 

pull the country backward and downward; their religion 

is destined "to fall," the y are bent "to reduce us to the 

ancient Pict (Poems 1. 318), and their religious beliefs 

are based upon defacement of the scriptures and upon f als e 

and hypocritical values. Tha t he f inds these sects 

despicable is conveyed through vitriolic name-calling when 

he addresses the fanatics as 

Wand'rers, Adult'rers, Lyers, Munsers rest, 
Sorcerers, Atheists, Jesuit e s, Possest; 
You who the Scriptures and the Laws deface 
With the same liberty as Points and Lace; 
Oh Rac e most hypocritically strict! 

( Poems 11. 313-1 7 ) 

In line 321 the cleansing of these vil e sects is imagined 

as a resurrection of the Captain of State, who returns 

alive and unharmed after his accident a nd r e vives "with 

himself all that is good" (Po ems 1. 324). 

The final section of the poem provides praise from 

foreign monarchs. These princes pay tribute to Cromwell's 
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creative energy in stimulating and sustaining the govern

ment when they say that "his one Soul / Moves the grea t 

Bulk, and a nimates the whole" (Poems 11. 379- 80) * 

Furthermore, they admire h is courage and maturity and 

fear his military might. Just as t he poet has depicted 

Cromwell's regal qualities, the foreign monarchs n ote 

with awe the man who had the gifts of a g reat monarch 

b u t who refuses t o a ccept the title of king: 

He seems a King b y long Succession born, 
And yet the same to be a King does scorn. 
Abroad a King h e seems, and something mo re, 
At Horne a Subj ec t on the equal Floo r . 

(Poems 11. 387 - 90) 

Having gone to great lengths to show that Cromwell is 

super i or to traditional monarchs, the poet concludes with 

what he s ee s as Cromwell's e ssential spiritual role as 

Protector: that o f healing the troubled waters o f the 

country as "Angel of our Commonweal" (Poems 1. 401) . 

Of the poems praising Cromwell, "A Poem upon the 

Death of o. C ." has received the l ea st critical a ttention, 

y e t the poem reflects Marvel l 's final judgment upon the 

Protector . Faint e choes of both "The Horatian Ode" and 

"The First Anniversary " exi st in "A Poem upon the Death 

o f o. C .," but the tone of the elegy is subdued a nd 

resigned. Whereas in "The Horatian Ode, " Cromwell was 
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the "force of angry heaven's flame," in "A Poem upon the 

Death of 0. C.," he is swayed into war by the "angry 

heavens" and is "heaven 's favori te." Gone are Ma r v e l l' s 

hope s, expressed in "The First Anniversary," of Cromwell ' s 

ushering in the millennium, and absent are the vigorous 

attacks upon the opponents of the Protectorate. Gone 

also are the lengthy epic comparisons to biblical or 

classical heroes. In his lament for Cromwell's death 

Marvell sees Cromwell a s a hero who, favored by heaven, 

was able to accomplish mighty feats in the name of God. 

His death marks the grave loss of a divinely favored 

leader . 

"A Poem upon the De ath of 0. C." i s both an intensely 

personal lament for the death of Cromwell and praise for 

his achievements. Following these central aims of the 

Renaissanc e elegy, the poet also incorporates a third 

purpose of the elegy: of providing solace to those who 

mourn for his death. 30 Incorporated into the poem are 

several conventional themes of the Renaissance elegy and 

an e mph a sis upon the cardinal vi rt u e s, but the central 

focus of the poem is the tenderness and mercy of Cromwell, 

3 o A. L. Bennett, "The Principal Rhetorical Conven
tions in the Renaissance Personal Elegy," Studies in 
Philology, 51 (1954), 109. 
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whose death Marvell attributes to the grief he experienced 

after the death of his daughter Eliza. 

The main chara cter traits this elegy d evelops a r e 

Cromwell's tenderness and mercy. The i magery at t h e 

beginning of the poem initiates the portrait of Cromwell's 

softer side as the speaker describes Cromwell's "fair 

face" and "golden years." Whereas other Englishmen wanted 

Cromwell to suffer the fate of a tragic hero and to be 

slain in battle, the speaker feels that the gentle end 

that Cromwell met was appropriate to the tenderness of his 

character. Indeed, nature had intended Cromwell's gifts 

to be used toward peaceful ends, yet the "angry heavens" 

swayed his talents toward war. As was befitting for t h i s 

gentle, sensitive man, grief and love determined his 

death, and he died out of compassion for another person. 

The lengthy passage on Cromwell's relationship with his 

daughter Eliza especially conveys the tenderness and 

warmth of his character. As he caresses his infant 

daughter, his gentleness contrasts with the force and 

vigor of his mighty arms. Three analogies depict the 

depths of Cromwell's feelings for Eliza. The first is the 

analogy of Eliza to a flower and the grieving father to a 

sad root: "So the Flowr with'ring which the Garden 

crown'd, / The sad Root pines in secret under ground" 
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(Poems 11. 55-56). In mutual sympathy each tries to con-

ceal concern for the other. Another comparison that 

c onveys t he i n t e r d e pendency of t h e two is the b roken 

mirror analogy: 

Like polish'd Mirrours, so his stee ly Brest 
Had ev'ry figure of her woes exprest; 
And with the damp of her last Gasps obscur'd 
Had drawn such staines as were not to be cur'd. 
Fate could not either reach with single stroke. 
But the d ear Image fled the Mirrour broke. 

(Poems 11. 73-78) 

Thus, the broken mirror symbolizes the broken spirit of 

Cromwe ll as Eliz a brea thes her last bre a t h. A third 

analogy that define s Cromwell's tender and e mpathetic 

relationship wi t h El iz a i s the compa rison of Cromwe ll t o 

a vine that has endured the hardships of wint e r. Ye t when 

one of its bra nche s is pruned by an "untimely knife," the 

parent tree suf f ers to such an ext ent that the promis e of 

bearing fruit and the hope of wine dissipate. Similarly, 

the death of Eliza precipitates Cromwell's own d e ath. 

Christlike, Cromwe ll dies in compassion for another: 

II . in himself so oft immortal try'd / Yet in compas-

sion of anothe r dy'd" (Po e ms 11. 87-88). 

Compl ementing the portrait of Cromwell's tende r ness 

is the d elineation o f the four cardinal virtues. Atten

tion to these vir t u e s is typical of both the epideictic 
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oration and of the Renaissance personal elegy. In the 

beginning lines the poet says that he wishes to celebrate 

both the v a lor and clemency of Cr omwel l . For e xamp l e, in 

lines 179-80 Cromwell demonstrates his courage when b y 

force he defends the religious conviction of the Puritan 

protectorate and through courage liberates the timorous 

conscience. Furthermore, he communicates his religious 

convictions to his soldiers, teaching them to fear God 

and thereby to conquer their own fears. Cromwell's 

bravery is heightened by a comparison to King Arthur: 

II . in a valour l e ss'ning Arthur's deeds, / For Holy-

ness the Confessor exce eds" (11. 177-78). The value of 

Arthur's deeds diminishes when compared to Cromwell's 

achievements, and e ven the nobility of the Round Table's 

aims pales beside Cromwell's holiness. Using prayer and 

the favor of heaven against his enemies, Cromwell 

demonstrates audacious courage and military prowess which 

lead to England's expansion: 

Who once more joyn'd us to the Continent; 
Who planted England on the Flandrick shoar, 
And stretch'd our frontire [sic] to the 

Indian Ore. (11. 172-74) 

But Cromwell's valor is not the only virtue that Marvell 

wishes to emphasize. Coupled with courage and inspired b y 

his religion, the virtues of prudence and of friendship, 
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which the poet consideres the most sacred virtue of all, 

characterize Cromwell. Upon Cromwell's death the speaker 

laments that "Valour , religion, fri e nds hip, prudence 

dy'd / At once with him, and all that's good beside" 

(11. 227-28). In fact, Cromwell possesses a superhuman 

prudence that enables him to deal with the "diff'ring 

winds ," with the challenges to the Protectorate, and with 

the proliferation of religious sects during the Common-

wealth government. The two other cardinal virtues receive 

less emphasis. Cromwell's justice and mercy are seen in 

his feelings of pity for the enemy and in his vicarious 

suffering as he feels the wounds he deals to other men in 

battle. His temperance is described in the continuing 

focus upon his mildness and in the quiet life of modera

tion he leads with his family. 

The portrait o f Cromwell's virtues and tenderness 

emphasizes his human side. The intention of the speake r 

to show Cromwell as human becomes clear in the statement 

"nor though a Prince to be a Man ref us' d" ( Poems 1. 8 4). 

Complementing the human side of Cromwell is the depiction 

of Cromwell's superhuman traits. To emphasize these 

extraordinary qualities, certain images assoc iate Cromwell 

with towering trees and stately oaks. The first reference 

that aligns Cromwell with the majesty of trees is to "huge 
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Trees, whose growth with his did rise" (Poems 1. 119). 

Using litotes, the speaker says that Cromwell is "not much 

unlike the sacred oak, which shoots/ To Heav'n its 

branches, and through earth its roots" (Poems 11. 261-62)~ 

This earth-heaven dichotomy also underscores both 

Cromwell's human and his superhuman characteristics. On 

the boughs of the oak are hung trophies of victory and 

wreaths of honor. When angry Jove hurls lightning, it 

strikes the tree, but upon falling, the tree seems even 

taller. Thus, the poet surmises that Cromwell's fame will 

increase after his death , that "truth will be allowed" 

and "faction will cease, " and that despite the mortality 

of his flesh, Cromwell wi ll achieve immortal ity since his 

spirit will be alive forever in the martial song of 

soldiers. In lines 281-86 a list of certain ties, empha-

siz ed by the anaphora of "as long as" and "while," 

stresses the certitude of Cromwell's immortality: 

As long as rivers to the sea shall runne , 
As long as Cynthia shall relieve the sunne, 
While staggs shall fly unto the forests thick, 
While sheep delight the grassy downs to pi ck, 
As long as future time succeeds the past, 
Always thy honour, praise and name , shall last. 

(Poems 11. 281-86) 

Thus Cromwell will achieve immortality in verse, and his 

name will inspire and motivate future armies. 



Working with images identifying Cromwell wi t h 

majestic oaks, some images show that Cr omwell has con

q uere d t ime and f ate~ "[ H]ow far r e b e yond the spher e / 
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Of humane glory tow ' rst" (Poems 11 . 287 -8 8 ) ide nti fi es 

Cromwell with the majesty of trees that tower and sets him 

above the human arena of fame. That Cromwell is above 

time is a thematic thread that runs throughout "The First 

Anniversary" and is re i t e rated in this e legy upon h is 

death. Just as Cromwell could accomplish "th e wo rk of 

ages in one year" i n "Th e First Annive r sary," in "Poem on 

the De a th of 0 . C." the speake r s t a t es tha t "a ll the Yea r 

was Cromwe ll's day" (Poems 1. 14 2 ). Eve n t he imp e rsona l 

f orce s of natur e a nd of f a t e become perso nal where Crom-

well is concerned. The stars, for example, u s e the ir 

powe rs to choose a day worthy of the Protector's past 

glori e s and the r efore s e lect Se pte mb e r to coinc ide with 

victories a t Dunba r on September 3 , 16 5 0, a nd a t 

Worce ster on Septe mber 3, 1651. This day will i mmo r tal i z e 

his name. Just as the stars bend to Cromwell's will, 

fate also yi e lds to Cromwell since it cannot rea ch 

Cr omwe ll a nd Eliza with a single stroke . In a d d i t ion to 

b e ing beyond the con trol of fa te a nd of time, Cr omwe ll's 

supe rhuman f e ats in battle a re e xplaine d by his clo s e 

r e l a tionship with God. After all, he is "hea v e n's 
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favorite." In the biblical allusion of lines 191-92 to 

Joshua 10.12-14, Cromwell is identified with Joshua, who 

wa s noted for his abilitie s as soldier , as leader of the 

Jews after Moses , and as a type of Christ In this pas-

sage Joshua asks the Lord that the sun stand still upon 

Gideon; God heeds the voice of man, and the sun stands 

still until the Israelites are victorious. Similarly, God 

seems to side with Cromwell and to lead him to victory. 

Having established the character and accomplishments 

of Cromwell, the speaker attempts to deal with the grief 

that England feels at the loss of its great leader. One 

method that Marvell uses is the development of specific 

consolation themes typical of the seventeenth-century 

elegy. A second technique to express the people's grief 

is the use of objec t i ve correlatives that convey their 

sense of desolation. Through these two methods the poet 

confronts the death of Cromwell. 

Several elegiac themes are developed in "A Poem on 

the Death of O. C." One such theme, especially typical of 

the Old English elegy, is the theme of transience. View-

ing the lifeless body, the speaker emotionally laments 

the v a nity of human endeavors: 

Oh! humane glory, vaine, oh! death, oh! wings, 
Oh! worthlesse world! oh transitory things. 

(Poems 11. 255-56) 
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Yet the mourners may be comforted that "still though dead , 

greater than death he lay'd" (Poems 1. 258). Another 

elegiac motif in the poe m is tha t na ture mourns the los s 

of a grea t man. The tempest and chaos , however, contras t 

sharply with the peaceful exit of Cromwell as he travels 

silently to meet the night. In addition to these motifs 

'f' 1 . 1 · h 31 are speci ice egiac conso ation t emes. The first of 

these themes is that the deceased made a good end. Since 

Cromwell was inclined toward a peaceful rather than war

like disposition, the tranquil end that he met was 

appropriate. I n addition , Cromwell's death on Septe mber 3, 

1658, was fitting f or a military hero since he had won 

battles on September 3 in previous years. A second conso

lation theme is that the deceased was too good f or this 

earth. The poet says that "Valour, religion, frie nds hip, 

prudence, dy'd / At once with him and all that's good 

beside" (Poems 11. 227-28) and that a man so godlike 

deserves to be in a world "spacious and pure e nough" for 

him, a world whe re he can meet Moses, Joshua, and David 

and can f i nd eternal rest. A third consolation theme is 

t hat immoderate mourning is not rational. The speaker 

singles out Cromwell's youngest daughter Francisca a nd 

31 Bennett lists themes typical o f the Renaissance 
p e rsonal elegy on page 116. 
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offers her solace and has to remind his audience to per

severe in their course of mourning because "where Heaven 

leads 'tis Pi e t y to weep'' (Poems 1. 166). To the mourner s 

of lines 299 -300 , who wander blindly and lugubriously 

about the tomb experiencing hopelessness and a lack of 

guidance, the speaker offers comfort. One solace is that 

Cromwell has gone to a better world, but the greatest 

comfort is the promise of the future to heal the wounds 

of the past. That promise is to be fulfilled in Crom

well's son Richard since "A Cromwell in an houre a prince 

will grow" ( Poems 1. 312 ) . 

another consolation theme: 

This theme is related to 

that the deceased is not 

rea lly dead . As he views the once-vigorous leade r in the 

tomb, the poet even feels that Cromwell will live again. 

Richard promises to be the resurrection of Cromwell's 

virtue and leadership. 

A second technique that the poet uses to convey the 

loss of a great leader is the objective correlative, T. S. 

Eliot's term for an objective rather than direct means of 

eliciting a desired e motional response. Marvell accom

plishe s this aim by employing a pattern of imagery 

describing things used up, broken, dying , or withering. 

Through these images the feelings of desolation and 

devastation are communicated. For example, when the image 
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of Eliza disappears from the mirror, the mirror breaks, 

and the image of Cromwell also flees f rom the mirror as 

he dies of griefq The broken mirror, then, se r ves as an 

objective correlative for the d evas t ated s pirit of both 

Cromwell and the country. A similar image is t he vine 

which spreads no more and thus frustrates autumn's hope 

of wine. The withering of the vine and the subsequent 

loss of fruitfulness symbolize the desolation and loss of 

hope the people feel upon Cromwell's death . Anothe r image 

is the tree uprooted d uring a storm; the poet specifically 

i dentifies the growth of the t r e e with the majesty of 

Cromwell. The t ree uprooted in the chaos of the sto rm is 

a nalogou s to the fearf ul p ossibi l ity that chaos will 

reign after the demi se of Cromwell. Cromwell's death's 

having been described as the loss of all that is good , the 

country's devastation is underscored in line 229 with the 

words "refuse," "dre gs," and "loa thsome life." This 

emp t iness is effectively conveyed in the words "al l, al l 

is gone" ( Poems 1. 2 4 3 ) and with the recurrent II no II of 

this passage: 

No April Sunns that e'er so gently smil' d ; 
No more shall heare that powerful language cha rm , 
Whose f orce oft spar'd the labour of his arm; 
No mor e shall follow where he s pent the dayes 
In warre , in counsell, or in pray'r and pra ise. 

(Poems 11. 236-40) 



The speaker, however, does not leave hi s audience with 

such a bleak outlook. 

future. 

Instead, he offers hope for the 

This sense of hope for the f uture is established 

10 4 

through images of rainbows, jewels, and riches. After the 

chaotic storm which uprooted England's great leader comes 

the "pearly rainbow," from "Rainbows to storms, Richard 

to Oliver" (1. 322) . With Richard Cromwell comes the 

resurrection of his father's virtues and the promise of 

tranquil i ty after the storm and of peace after war. 

Before becoming chie f spokesman for Charles II, John 

Dryden also offered his thoughts upon the death of Oliver 

Cromwell. In "Heroique Stanzas to the Glorious Memory of 

Cromwell" Dryden also expresses hi s g r atitude to Cromwell 

for bringing peace and stability to the nation after the 

upheaval of civil war. Dryden's el e gy, however, cele

brates the public Cromwell rather than the private indi

vidual whom Marvell describes. 

"Heroique Stanzas to the Glorious Memory of Cromwell" 

is a funeral panegyric that both praises Oliver Cromwell 

and lament s his death . Dryden's a im in the poe m is to 

"draw" the fame and grandeur of Cromwell and to c e l e brate 

his heroic virtue. Although it contains few o f the 

consolation themes typical of the seventeenth-ce ntury 
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elegy, "Heroique Stanzas" follows the arrangement of the 

epideictic oration. Unlike the Restoration panegyrics 

celebrating the heroi sm of Cha r le s II through e laborate 

biblical and classica l allusions , the elegy on Cromwell 

celebrates through an account of his heroic deeds an 

active leader whose grandeur is derived from heaven. 

Rather than the heroic couplets of the Restoration 

panegyrics, "Heroique Stanzas" is written in the heroic 

qua trains of William Davenant's Gondibert, which in 1651 

established the importance of the form of decasyllabic 

quatrains with alternating rhyme. Through traditional 

symbols and related images and through metaphor and con

ceit, Dryden describes dual aspect s of Cromwell's 

character. 

As an elegy "Heroique Stanzas" has the double aim of 

praising the subject and lamenting his death. In the 

Renaissance elegy praise is of such primary importance 

that the elegist is actually writing a panegyric. Two 

methods are typical of the Renaissance elegy: the 

biographical method, which surveys t he subject's life from 

birth to death, and the method which emphasizes the four 

cardinal virtues of prudence, justice, coura ge, and 

32 temperance. Dryden develops few of the consolation 

32 Bennett, pp. 108-16. 
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themes typical of the Renaissance elegy, but he does use 

the method of prai sing the cardinal virtues of the 

sub ject. 

To describe the he roic virtue of Cromwell, Dryden 

structures "Heroique Stanzas" according to the f orm of 

the epideictic oration as described by the Rhetor ica ad 

Herennium and by Aristotle. Stanzas 1-4 serve as the 

proem. Dryden establishes the ethos of the speaker by 

separating him from other elegists who too hastily wrot e 

upon Cromwell's death and from those whose motives were 

perhaps desires for personal gain. Using the inexpres-

sibility topos, the speaker sees himse l f as inadequate to 

express the fame of Cromwell when he says that he will 

attempt a tribute even "though our best notes are treason 

to his fame. 1133 Yet he feels that it is duty and that it 

is in the national interest to attempt "Such monuments as 

we can build to raise" (1. 14) to t he glory of Oliver 

Cromwell, who died September 3, 1658. 

The character of the speaker and the purpose of the 

poem having bee n established, "Heroique Stanz as" turns to 

the actual deeds of the hero. Stanzas five through 

33 John Dryden, The Works of John Dryden, eds. Edward 
Niles Hooker and H. T. Swedenberg, Jr., I (Berkeley: Univ. 
of California Press, 1961), 11. All further references to 
this work appear in the text. 
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thirty-one constitute the narration of the poem. The nar-

ration focuses upon Cromwell's heroic actions in both war 

and peace and stresses t h e magnitude and importance o f 

his deeds. In his description of Cromwell, Dryden 

emphasizes the dual and sometimes contrasting aspects of 

the Protector's character: love and majesty, piety and 

valor, fortune and providence, state smanship and military 

prowess, and perfection of soul and imperfection of 

action. Th r ough the image of the circle Dryde n conveys 

the successful blending of diverse elements in Cromwell's 

cha r a cter. In addition, Dryde n catalogues Cromwell' s 

military and domestic victories. 

The image that begins the account of Cromwell's 

heroic virtue is the circle, a traditional symbol of 

perfection: 

How shall I then begin, or where conclude 
To d raw a Fame so truly Ci rcular? 
For in a round what order can be shew'd, 
Where all the parts so equall perfect are? 

(11. 17-20) 

In drawing his portrait of Cromwell's fame, Dryden 

ana lyzes the sources of Cromwell's greatness, and the 

ques tion h e addresses is, Is his grandeur derived from 

heav e n or is his greatness due to the whims of fortune? 

Stanza six , repeating a form of the word "great" three 
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times, emphatically states that "His Grandeur he deriv'd 

from Heav'n along,/ For he was great e/re Fortune made 

him so" (11 . 21-22). To underscor e Cromwell as a he o of 

divine favor, Dryden reiterates the idea several t imes in 

the poem; for example, in line 38 he states that "We owe 

that blessing not to him but Heaven" and in line 105 he 

refers to the time "When such Heroique Vertue Heavn'n sets 

out." In addition, Dryden shows that Cromwell is superior 

to the earthly: " he own ' d a soul above" (1. 125) and he 

seemed "As if above what triumphs Earth could give" 

(1. 132) . Yet he is also a f avorite of fortune, and when 

fortune turns the ti d e of events in his favo r , his innate 

grandeur prepares h im for the cha llenge of leadership. 

When the mists of civil war blot out t he sun of the tradi

tional monarch Charles I, Cromwell's greatness is enhanced. 

Dryden conveys this idea throug h the a ntithesis of 

lines 23-2 4 : 34 

And Wa rr's like mists that r ise against the Sunne 
Made him but gre ater seem, not greater grow. 

Besides the traditional symbolism of the circle , the tra

ditional symbolism of laure ls and bays , representing 

honor and fa me , depi c ts the character of Cromwell . 

34 The Cali f ornia edition points out this antithesis , 
and I am indebted to this edition for its notes t o 
Dryden's panegyr ics. 
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Despite their conventionality, these symb o ls gain vitality 

through association with images of freshne ss and newness. 

For examp le, stanza seven shows through t ~e i mage o~ 

"fresh jewels" that Cromwell's fame is derived from his 

innate abili ty and that he rejuvenates the crown; the 

poet says, "No borrow'd Bay's his Temples did adorne, / 

But to our Crown he did fresh Jewells bring" (11. 24-25). 

Not relying upon inherited glory, Cr omwell depends instead 

upon individua l achievement, specifically upon mi l itary 

conquests. His fame in battle flourishes r a ther than 

fades ; t h rough hardshi ps ''no Winte r could his Laurells 

fad e " (1. 58). Even in h i s death fresh laurels court him 

to live. Through h is mi litar y might h e brin gs r enewed 

glory to the country and is superior to "rash monarchs." 

Cromwell, in conclusion, is the hero of a p p ropriate 

maturity and judgment who contrasts sharply with impetuous 

monarchs but whos e virtue was untainted b y "too early 

thoughts o f being King" (1. 28 ). In fact, Cromwell 

dec lined the title o f king when the Parliament of 1657 

suggested he take that title and he instead took the 

. 1 f 35 t i t e o Protector. 

35 Wi ls o n, pp. 39 6-97. 
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Cromwell's value a s a leade r is also shown through 

association with previous ma terials. Not only doe s he 

bri n g "fresh jewels 11 to the crown , but he is a l .so con ··· 

nected with g o ld, prizes, and rewa rd s. His awe -inspiring 

magnetism, fo r instance, is conveyed through the image of 

gold: 

And natura lly all souls to his d i d bow ; 
As Wands of Divination downward draw 
And point to Bed s whe re Sov'ra ign Go l d 

doth grow. (1 1 . 73 - 75) 

Just as g o ld at tracts wa nds of divinati oD, the countenance 

of Cromwell draws f orth the a dulat i on of ris consti t uen cy@ 

Again the image of gold de scribes Cromwell's abilit i e s as 

a leader , f o r he leads his fo llowers to "farre - fet c hed 

Gold" (1 . 123) which becomes "our pri z e" ( 1. 124) , a 

probable allusion to a Spanish treasur e fleet that wa s 

captur e d in 1656. Other re fer e nc e s t o prizes and r eward s 

re flect Cromw ll ' s uns elf ish motive s and noble aims . 

For example, the lines to his ''faire Acts unsough t rewa r ds 

d i d joyn, / Rewards t hat lesse t o him tha n us were given" 

( 11 . 39 -40) and "Peace was the Prize of a ll his t oyles 

and ca r es" ( 1. 61) stres s that Cr omwe ll s eek s t o bring 

peace and glory to Eng l a nd . 

Anothe r convent i ona l s ymbol des cribing Cromwell's 

h e roic vi rtue is the palm. A clust e r o f ass oc i a tions 
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seventeenth-century e mblem books; the palm represents 
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cons tancy, d evot i o n , virtue , a nd r 'ghteous~ess . 3peci~i c 

patterns of diction heighten this symbolism and convey 

the idea of constancy and certitude. Cromwell fought 

"secure" of b oth fortune and fame, peace is restored 

"more surely" than before , and the conquered Ireland owes 

its "saf e t y " to Cromwell. According to Ge · rge Wasserman , 

the portra it of Cromwell is emblematic, relying upon 

symbols and abstr a ctions to define essential qualit ie s~ 3 6 

Not onl y does Dryden rely upon the emblematic por

trait, however, b ut he also attempts t o show Cromwell as 

a n active hero, particularl y as a hero winn ing military 

and domestic victories, subduing and civilizing, taking 

initiatives in war and peace . Dryden emp loys metaphors, 

conceits, and a nalogies in the narration of Cromwell's 

he . oic deeds to show him a s military leader and as 

statesman . Di c hotomies help to define Cr omwell's active 

r o le in history: war and peace , subjugat i o n and 

civilization, a nd close intrigue s and open fie l ds. 

Specific c omparisons show Cromwell as an a ctive he ro. 

In t he concei t of stanza twelve war is c omp a r ed to 

36 George R . Wasserman, John Dr yd en (New Yo r k: Twayne 
Publishe rs , 1964) , p. 44 . 
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consumption, the "former chiefs" are quacks who prolong 

the p a tient's pain fo r their own gain, and Cromwell is the 

able physici.a · 1 wh o effects the prope r c ure £or tl e di s e as ·_-:: 

of war. Crcmwell opposes these former chie fs , who figh t 

to infl~me, to quarrel, to make noise, and to prolong 

pain . 

s t ated : 

In contrast , Cromwell's aim is noble and simply 

"He fought to end our figh ting" ( 1. 4 7) . Other 

compariso~s show Cromwell ' s desire t o make Eng land a 

respected power. Cromwell's vigorous military l eadership 

is shown through a simile comparing him to Al e xander 

the Great: 

Swi ft and res is t l e sse through the Land he pas t 
Like that bold Greek who did the East subdue; 
And made to battails s uch Heroick haste 
As if on wi ngs of victory he flew. ( 11. 49-52 ) 

Through this allusion Dryden stresses both Cromwell 's 

military conquests and his prompt disposition o f domestic 

enemies . His conque sts a re so numerous that they a re 

hyperbolica l ly compared to the number o f stars in the 

g a laxy. I ndeed , new maps are needed to record Cromwell's 

conquests, wh i ch a r e a s "thick as the Ga laxy with 

starr ' s" (1. 56) . In another comparison Cromwell is 

metaphori c a ll y de scribed as the "high-spring" from which 

"forra i gn Conquests fl ow " (1. 1 09 . To show further 

Cromwe ll's mil'tary prowess, Dr yden pictures Cromwell 
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as the English lion who tames his fo e . He tames s ubmis-

sive Holland, makes Rome tremble, and t a mes factions i nto 

obedier.ce. Hi stori c ally Cromwe l l d i d c onduc~ England, E3 

f oreign and domestic a f f a i r s vi g o r ous l y a n d fo r cefu l l y 

he successfully concluded the English-Dutch War in 1654, 

i n creased English prestige abroad , established Engl a nd' s 

37 possessions ove rseas, and subdued the Scots and Irisho 

Yet Cromwe ll no t onl y subd u e s but also civi lizeso 

Both Ireland a n d Scotland serv e a s e x amn l e s. I n 1649-50 

he dealt d e cisively with forces i n I reland t hat a r ose 

a gains t the Parl i a ment a r y a rmy a nd in Scot la11d i n May 

1650 d e feat e d t he Scott is h army a t Du nb a r . Both Ireland 

and " Tr eache rous Scotl and" "blest that fate wh i c h d i d his 

Armes dispose/ He r Land to Civili z e as to subd ue" 

(11. 67- 6 8) as Cromwe ll establi s hes impartia l jus ti c e i n 

the court s , free t r ade between Ireland and En g l and , Iri sh 

repres e ntation in t he English par · i a me nt, a nd impa rtial 

rul e in Scotland . 38 The dichotomy of subdue-c i vilize 

f orms a repetitive pattern in the po e m. For examp le , 

Cromwe l "Mars d e pos'd, and Arms to Gown mad e y ield," 

a nd h e is "As fit for clo se Int rigue s, a s op e n fi eld " 

(11. 78, 80). Two final analogie s rein f orce Cromwe ll' s 

3 7 Wilson, pp. 3 92-401. 

38 Wilson, pp. 3 92 -93. 
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dual role as conqueror and restorer of peace. He i s no t 

just asso ci a ted with war, not jus t the s t a r ch a t s ~ i nes 

t o mari ne rs i TI t imes of storm , b ut he is also the star 

that promi s es the return of calm weather after the storm. 

Another analogy also follows the movement from cha os to 

order. In Bologna in 1512 a wa l l surrounding a c h ape l 

dedicated to Mary exploded a nd mira culously d escended to 

its former state of a c ompl e te wall. This miraculous 

restoration is comparable to the peace ef f orts of 

Cromwe ll , wh o resto r e d the orde r that 11 i117a r r e h a d 

bani sht " (1. 62)" 

As the se c omparisons show , for Dryden Cromwell repr e 

sented the i dea l blend i ng o f love and maje sty, which are 

equal parts of the circle o f his personality. Cromwell is 

metaphori c al ly the a r tist who restore s order by imposing 

his creat i v e de sign upo n the canv a s of history. Act i ng 

as an agent of he a ven, Cromwe ll fights "to end our f ight-

i ng, '' seeking n e ither t he title nor reward f o r h i ms e lf 

since d omi nion was not his design. 

artist with "fair de s ignment": 

However, he is an 

Whe n absent , y e t we conquer ' d i n his right; 
For though some meane r Artist's skill we re shown 
In mi n g l i ng colours, or in placing l i ght, 
Yet st ill the fa ire Des ignment was his own. 

( 11. 93- 96 ) 
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Although some inferior artist may have executed his plan , 

the design and shape originate in Cromwell's imagination. 

Cromwel l i s succes .:::) ful in having oth2r 11::: ~ s e r artists 

carry out his plan s because he is a l e ade r wi t h t h e 

ability to draw from each individual his best contribution 

and to recognize the psychological makeup of each person ; 

t wo metaphors convey th is talent: 

For f r om all tempers he could s e v ice d raw; 
The worth of each wi th its alloy he kne w; 
And as the Conf ident of Nature saw 
How she Complex ions did divide and brew. 

(11. 9 7- ] 00) 

As c reative artist Cromwel l brings into harmony the 

diverse talents a nd psyc hological natures u f others to 

further his artistic design . 

The epilogue, which begins with stanza 32, summarizes 

the accomplishments of Cromwell. Beginning wi t h the words 

of summation "Such was our Prince," the epilogue develops 

the elegiac consolati c n theme that he made a Jood end , 

for he di ed at the height of his fame at a time of new 

victories. In addition , nature mourns the death of the 

hero a s is sh own in the des c rip ti on of the \·. ha 1 e , "The 

Gy a nt Prince ," who confers loud sighs upon the funeral 

rites of Cromwell . This section of t h e p oem a lso under-

scores the dua lity of Cromwell's n a t ure emphasiz e d 
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thr o u ghout the poemo Stanza 32 de ve lops the dichotomy of 

per fection of soul versus imper f ection of action. Even 

Cromwell's r.oblest 2.cts cannot match the n ·b.19 pe ·fecti ,-ff. 

of his soul. Having stre s sed Cromwell's _eavenly na t ure 

throughout the poem, Dryden now deve lops the dichotomy of 

"soul above" and earthly being pres s ed down. Cromwell 

thus becomes "pres'd down by his own weighty name" 

(1. 135); although his soul retains the perfect i on of 

heaven, his physi c al be ing is pressed down by death. Th e 

final reference to Cromwell's d ality occurs in the last 

two l in2 s as the speaker obs erves the Pr ote ctor's ashes 

in "a peaceful urne " and remarks wit h awe "how s t r a nge ly 

h igh e ndeavors may be ble s t /Were Piety and va lour 

joyntly goe" (11. 147 - 1 48). 

Thu~, Cromwell ' s li fe of he roi c haste comes to a 

peaceful end . The theme of harmony in stan za 36 reflects 

Cromwel l's l a ting contribut i on of bring ing peace and 

calm to the na t ion: 

No Civil broyles have since his death a rose, 
But Faction now by Habit does obey: 
And Wars have that r espect for his repo se , 
As Winds for Halcyons whe n they breed at Se a. 

( 11. 141-44) 

Hence, the na tion in its repose para llels the repose of 

Cromwell in h is final res t. Only the name and the 
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of piety and valor. 
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The ele gy up on the deat h o f Oliv er Cr2mwe ll cle a ~: y 

shows t he admiration that Dryden felt for the achiev e

ments of the Protector, yet as h i s Restoration panegyric s 

show , Dryden enthusiastically e mbraced t he r eturn of 

Charles II and especially welcomed the resto r ation of the 

traditiona l monarchy. Whereas Dryden joyously welcomed 

t e return of Charles II, Ma r vell wrote n o congratulatory 

p o ems or e f fusive p a negyric s . Instead, he turned his p en 

to satirical purpo ses. The Res tora t i on panegyrics of 

Dryden show fur ther what he expe c ted i n the i dea l prince 

and what techniques h e us ed to de lineate thos e qua l ities. 

In "Astra.ea Redux · A Poem on t he Restoration of 

Charles the Second'' John Dryden p res e nts the heroic figure 

of Charles II as the .ideal leade r f or a "too too active 

a ge" (1. 111). Th r oug h spe cific p a tterns of image r y and 

allusion Charles emer g es as a monarch whose mildness, 

courage, a nd mercy oppose the "wild distemper'd rage" 

(1. 112) of t h e s e vent e enth c e ntury. As Dryde n depicts 

the h ere.ism o f Char l es I I in his Restora t ion pane gyric , 

he also p rovide s a pattern o f virtue t h r ough praise . In 

creating t his pattern, Dryden e mploys elements of the 
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epideictic oration and draws upon ep i c theory to create 

his h eroic portrait of Charles II. 

Specif i c patterns of i magery c onvey the h eroic 

l eadership of Charles II. I mages of ripen ess and matur-

ity , f or example, advanc e Dryden's a rgument that the time 

is r i pe for th~ l e adership of Charles II. Images of 

ripeness in Dryden's descr iption of Charles II's s uffer 

ings in exile illust rate h is theme that adversity ha s 

matured Charles f or his role a s mona rch . What Charles II 

in exile learned from his observation of o Lhe r gove r n-

ments p r e p a r e d h im -or his own rule : "To busi ness ri pen ..:: d 

b y d i gest i ve thought / is future rule is i n t ~ Method 

brought" (11. 89 - 90 ). Fo r ced into exi l e a n d having suf-

fered defeat by Cromwell ' s f orces in Wo r cester i n 1 651, 

Charl es I I lea rned to govern h is actions by p a tien ce 

rather tha n by r a s hnes s; hence, "No rash proce d J re will 

his ac t ions stain" (1. 88 ). Another image of ripeness 

d e scr i bes General Monck a s he takes s t e ps to restore 

Charl s II t o the throne: 11 'rrwa s no t the hasty product of 

a day, / But the well ri pened fr uit of wise d e l ay" 

(11. 169 -7 0) . Antithe tica l i mage s of ripeness a nd over-

ripe11e ss , patience and hast i ness , a nd creacivity and 

sterility j uxtapose Char le s II's readi ness fo r power 

again s t usurpers of power. For examp l e , Sforza , the Moo r 
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who drove his nephew from power, was "curs'd with a too 

fertile brain" (lo 201). Through his own chicanery and 

ove rac tive imaginat i on Sforza lost the p mver that he ~ .. a.d 

gained. Similarly, images of disordered and heated pas-

sions describe the common people's rebellion against 

au t hority: 

For when by t hei r designing Leaders taught 
To strike at Pow'r which for themselves they 

sought, 
The Vulgar gull'd into Rebellion, arm'd, 
Their blood to action by the Priz e was warm'd . 

( 11. 31- 34) 

In being "govern ' d by the wild distemper' d rage, r, these 

rebels lack the "diges tive thought, " method , and pati ence 

of Charles II. Also identified with usurpers of power are 

images of sterility, constraint, disease, and pollution. 

Frosts relentlessly constrain the birth and growth of 

flowers, seldom withdrawing the ir sti f ling powers 

( 11. 131-3 ) . Simila rly, the Rump Parliament, described 

as a "polluted nest," defiles the sacred house of 

Parliament and commi ts black crimes. Rather than imposing 

constraint, Charles II, ripened by digestive thought, 

softens the " rigid letter" of the law and reatively 

brings opposing factions i nto harmony. Images of depri-

vation and l a ck o f joy characterize Eng land without 

Charles II: 
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To see the Rebel thrive, the Loyal crost: 
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Youth that with Joys had unacqua inted been 
Envy'd grey hairs that once good days had s een: 
We tho ught o ur Sires, not with their ownco ~t e nt, 
Had ere ~ e came to a ge our Portion spent. 

( l l. 23- 2 8 ) 

In contrast, images of joy, stirred by the promise of the 

Restoration, characterize the crowds at Dover who greet 

the returning monarch. 

Not only d o images of ripeness and maturity depi ct 

the character of Charles II, but other images also aid in 

creating his heroic portrait . In "Astraea Redux" storm 

imagery forms a repetitive patte rn and pro ,1ides a 

structural moveme n t from tempest to ca l m. Charles II him--

self is assoc iated with storms. "Toss'd by Fate, and 

hurried up and down" (1. 51), Charles is l i ke a ship goi ng 

against stiff gales. Through this imagery Charles II is 

aligned with the hero ic figure of Aeneas o Through his 

resolution and skill Charles II conquers the stormy sea 

and merges with a greater strength than before. In the 

beginning o f the po e m the speaker describes the nation's 

dread of the tempest of war through images of black cloud s 

and troubled skies. Similarly , with images of d e vastating 

winds at sea , he describes the rabble who usurp power. 

Dryden also carries out the storm imagery in the examples 

he sel e cts and shows a movement from storm to calm, from 
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discord to harmony. For instance, the stormy reign of 

Charles X of Sweden, who is associated with "restless 

Billowes" (1. 9), c hanges to peaceful leade rsh ip . 

the call for Char les II to return to t he throne is 

Even 

described in terms o f prayer storming the skies and 

ravishing Charles thence. Through Charles II, the tur-

bulence is quelled, and the darkness of the storm turns to 

light. Ultimately Charles II restores harmony. 

Working with specific patterns of imagery to create 

a heroic portrait o f Chrles II are both classical and 

biblical allusions. Dryden uses these a llusions to 

amplify and to enhance Charles II's good qualities. 

Enhancing the virtues of the person being praised by com

paring him with heroes of the past is t he panegyrical 

topos of outdoing. The central allusion in the poem, to 

Astraea, aligns Charles II with Astraea and the retu rn o f 

justice. To the seventeenth-centur y a ud ience Astraea 

represented justice and imperial power , and her return 

symbolized the restoration of kingship and the return of 

39 the golden age. Thoma s J. Fujimura describes this 

central myth of the Golden Age as f ol lows: "The myth 

39 H. T. Swedenberg, Jr., "England 's Joy: Astraea 
Redux in Its Setting," Studies in Philology, 50 (1953), 
33-34. 
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of the Golden Age embodied Dryden's vision of civiliza

tion once realized in Augustan Rome and now seen as a 

Utopian goa l for Restoration England. 114 0 In a ddi tion , 

Charles II is associated with the classical Roman hero 

Aeneas, both victims of turbulent storms and shipwrecks. 

This allusion provides the poem with a heroic perspec

tive,41 and biblical allusions reinforce this heroic 

perspective. According to Stephen Zwicker, the tradition 

of political typology employing biblical events as 

analogues to contemporary events figures prominently in 

. . k. 42 poems pra ising ings. Charles II parallels both Chri st 

and Old Testament figures, who themselves are types of 

Christ. Just a s Mos e s led the Israelites from bondage , 

experienced years of wandering, and communicated the law 

to his people, Charles II releases his people from the 

constraints of t he Commonweal t h a nd i nterpret s t he law 

justly and mercifully to his people. Charles also 

parallels the Chris tli ke David, himself forced t o flee and 

then restored to become a king who united the people and 

40 Thomas H. Fu jimura, "John Dryden and the Myth of 
the Golden Age ," Papers on Language a nd Li te rature, 11 
(1975), 150. 

41 James D. Garrison, p. 203. 

42 Zwicker, Dryden's Political Poetry, p. 62. 
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extended the national prestige. Allusions to the godlike 

Enoch and Elijah and to Adam also contribute to the hero ic 

port r ait of Charles II . Just as Enoc h and El· jah 11 rE~ach 

Heav'n while yet in Bodies pent , " raising t hemselve s 

above the confinements of the flesh, Charles I I lived 

above his banishment, raising himself abov e the limita

tion s of exile through courage and fortitude. 43 Like 

Adam, Charles II becomes wise "at his own cost" through 

suffering and exile. Besides associating Charles wi th 

Old Testament figures who anticipate Christ, Dryden 

expli c itly a ssociate s Charles II with Christ. Charles 

parallels Christ in the s u ffer ing he experiences in exile. 

The Christlike Charle s II suffers for his people; 

lines 49-50 describe this suffer i ng: "How Great were 

then Our Charles His Woes, who thus/ Was forc'd to suf fer 

f or Himsel f and Us!" Just as Ch r ist brought a merciful 

side to the harshness of Old Testament justice a nd law, 

Charles softens the "rigid letter" of the law. Other 

pa ss a ges align Charles with Christ: the description of 

the star at his birth in line 288, the reference to 

"Virgin Love " in line 20, the depiction of Charles II as 

" Heir to his Fa ther 's Sorrows" in line 52. 

43 . k ZWlC er , Dryden's Polit i c a l Poetry, p . 66. 
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Whereas these allusions define Charles II' s heroic 

qualities, other historical allusions serve by contrast 

to depict Charles II's fitne ss f or power. For e xample , 

Typhoeus audacious l y fo r ces Jove f rom heaven, a nd in his 

rebellion against the authority of Jove he is a lign ed 

with usurpers of power. Dryden parenthetically asks his 

audience in lines 39-40, "(What Ki ng, what Crown from 

Treasons reach is fr e e, / If Jove and Heaven can violated 

be?) II Similarly, Cha rles is unlike t he "soft Otho" 

(1. 67). Otho revolted against Galba, wh om he helped 

become emperor of Rome , a nd when Galba did not choo se 

him as successor, he killed himself. Charles , in con 

trast, perseve r ed and "stayed and suffer'd Fortune to 

repent" (1. 68). Anothe r allusion contra sts the pati e n ce 

of Charles as he awaits the return of power to the 

impatient maneuver ing of Sforza, who brings about his 

own ruin. 

To d e v e lop furth e r his heroic por t rait of Charle s II, 

Dryden draws upon both the epideictic tradition and ep ic 

the ory. Since Dryden felt that the central aim in an 

epic is to dev e lop a hero and a prince, he couns e ls 

Charle s I I on how t o become the ideal prince . This 

didactic and instructive aim is characteristic of the epic. 

Likewise, the a llusion to the classical hero Aeneas , the 



elevated style of the heroic couplet, and the emphasis 

upon Charles as a national hero contribute to the epic 

quality of the poem. I n addition, the virtues Dryden 

celebrates i n Charles II are the qualities bot h 

Aristotle and Cicero recommend for praising in the 

epideictic oration, especially the virtues of wisdom, 
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courage, justice, and temperance. The virtues of wisdom 

and courage are celebrated in the section of the poem 

deal ing with Charles's sufferings in exile, and the 

qualities of justice a nd temperance are set up a s ideals 

t he speaker re c ommends in direct address to the king in 

the closing section of the poem. Dryden structures t he 

poem to show these virtu es. 

"Astraea Redux" f ollows the triparti te structure 

recommended by Cicero and Aristotle for the epideictic 

oration: pro em , narration, and epilogue. Lines 1-48 

represent the proem of "Astraea Redux ." Acco rd ing to 

Aristotle, the proem s hould establish the characte r of the 

speaker, specifically his good will and inte lligence , and 

make t he audience feel that the speech touches them. 

Dryde n clearly develops the ethos of this speaker. First, 

the speaker shows concern for his society. He is deeply 

disturbed that his world does not share in the "general 

Peace" of the rest of the world. Furthermore, he 
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identifies himself with his audience by using the pronoun 

"we" to describe their mutual fear of t he tempest of war 

and their c onsternation over "the dreadful Quiet " and 

"sullen Intervall of Warre" (11. 3-4). While the speaker 

envies other nations which are at peace, he laments the 

"long absence" of Charles II, and he despises the factions 

that threaten to overthrow both church and nobility. The 

return of Charles II, according to the speaker, offers 

the promise o f respite f r om "lawless salvage [sic] 

libertie" (1. 46) and a return to civilization, order , and 

s tability. Through specific word choice he reminds his 

audience of the loss of values and chaotic conditions of 

pre-Restoration England: "Madness, 11 "Faction, 11 "des troy," 

"the Rebel thrive, the Loyal Crost," and "lawless salvage 

[sic] Libertie ." Having described to his audience 

England's chaos during Charles II's absence , the speaker 

is r eady to int roduce Charles II in line 49. 

Lines 49-259 represent the narration. The narration 

focuses upon externa l circumstance, physical attributes , 

and qualities of character, all topi c s of praise r ecom

mended by the Rhetorica ad Herennium. To establish 

Charles II as the ideal monarch, Dryden employs argument 

through a nalogy and example and uses such rhetorical 

fi g ures as paradox, zeugma, and antithesis . Havi ng 
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established the ethos of the speaker in section one, 

Dryden also appeals t o the pathos o f the audience, 

el ici t ing sympathy for Cha r l es I I ~n h i s description of 

Charles's sufferings in exile and his emphasi s upon 

Charles's being denied his rightful throne. Besides 

establishing the ethos of the speaker, lines 1-49 remind 

the audience of the rebellion, disorder, and loss of 

value s during the 11 long absence" of Charles II. 

Dryden presents his case for the restoration of 

Charles II th r ough e xample and analogy. In the examples 

that Dryden sel e cts, the pattern is from chaos to harmony, 

from war to peace. For example, the warring Swedish 

nation under the ambitious Charles X becomes peace ful 

under his son Charles XI. Similarly, heaven creates 

miracles for Spain and France, and "mortal Quarrels . 

compose in Peace" ( 1. 15). Dryd en also s e lects examples 

that show the chaos of rebellion: Typhoeus as he rebels 

against Jove a nd c auses chaos in the heavens and the mob 

as it strikes out against authority as blindly as Cyclops 

did. In England too the nation moves fr om disorder to 

unity. From the rebellion and lawlessness of lines 19-48 

evolves the promise of unity and harmony with the 

restoration of Charles II: "At home the hat e ful names of 
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Parties cease/ And factious Souls are weary'd into 

peace" { 11. 312-13). 

Analogies a re another technique that Dryde n uses to 

define spec ifi c t raits o f Charles Ile He d r aw s h is 

analogies from art, religion , physiology, and romance. 

Frequently his analogies present an argument in a concise 

way. Drawn from the Bible, the ana logy "As souls reach 

Heav'n while yet in Bodies pent,/ So did he live above 

his Banishment" (11 . 59-60) is a shorthand me thod o f 

associating Charles II with the godliness of Enoch and 

Elijah and o f imbui n g Charles's ba nishment with religious 

significance. Another analogy, d rawn from art, unde r-

scores the lessons that Charles l e arne d in exile from 

"viewing Monarchs secret Arts of sway" (1. 77): 

To bus'ness ripened by digestive thought 
His future rule is into Me t hod brought: 
As they who first Proportion understand 
With easie Practice reach a Masters Hand. 

( 11. 89-92) 

Like the novice who through practice and theory becomes a 

master artist , Charles through observation and experience 

becomes the ideal prince . In lines 131-36 the period of 

awaiting the re turn of the rightful heir to the throne is 

likened to a mild thaw, the "usurping Pow'r" of Cromwell 

is compared to a prohibitive frost that denies birth and 
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growth, and the return of Charles II is analogous to the 

"kindly heat of lengthened day" (1 . 1 36). Using a 

roman t i c analogy, Dryden compares England and Charles II 

to lovers who have quarreled and who, up on discovering 

their jealous ies groundless, renew their love: 

Like early lovers whose unpractis'd hearts 
Were long the May-game of malicious arts , 
When once they fin d their jealousies we re vain 
Wi th d o uble heat renew their fires again . 

( 11. 211-14) 

The reunion of Charles II and England promises to be pro

duct i v e, and this bound l es s potentia l is r e i terated i n a 

fina l analogy : "Abroad your Empire shall no Limits k now, / 

But like the Sea i n boundles s Circle s flow 11 (1 1. 298-99). 

Other rhetorica l devices used to character i ze 

Charles II are zeugma, antithesis, and paradox. Both 

antithesi s a nd zeugma a re specifica l ly employed to stress 

t he topsy-turvy values that tore England apart during 

Charles II's absence. For exampl e , the zeugma in "Madness 

the Pulpit , Faction se i z'd the Throne" (1 . 22) and "To see 

the Rebe l thrive, the Loyal crost'' (1. 24) calls attention 

to the upheava l in both church and state . Similarly, the 

shadow-substance ant ithes is in "the shadow serv'd the 

substan c e to invade" (1 . 192 ) heightens the sense of false 

religion a nd false v a lues that the poet saw in 
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pre-Restoration England. Other examples of antithesis 

and of paradox comment upon what b oth the co untry and 

Charles learned through suffering: "We by o u r 

suff'rin gs learn to prize our bl is s" (1~ 21 0), "We l i ght 

alone in dark a f flictions find" (1. 96), "that must his 

suff'rings both regret and b l ess!" (1. 72), and "By 

paying Vowes, to have more Vowes to pay" (1. 319). Para-

doxically, like Dav id, Charles II's only crime was "to be 

God's Anointed'' ( 1. 80) ; this paradox reminds the audience 

of both the divi n ity of kingship and the h arsh punishment 

of exile. Antitheses and paradox also serve to inte nsif y 

the events surroundin g Charles's return t o t he throne. 

Using the language of commerce with such words as 

"blessings drive , " "bargain," "pa y for," " f reely give" and 

"worth," the poet concludes that Heaven grants the return 

of Charles II as a result of prayers that "storm'd the 

skies and ravish 'd Charles fr om thence" (1. 143) . Just as 

the violence of ravishing c ontrasts with the humi lity of 

praying, so also is there antithesis and parad ox to 

describe the return of Charles II. Ge nera l Monck, acting 

out the design of Providence , l oos en s the '' real bond s 

false f r eedom d id impose '' (1 . 15 2 ) and ma k e s pos s i b l e the 

restoration of Charles II. 
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Lines 250-323 present the epilogue. This s e ction 

serves the purposes of b oth deliberativ e and demonstrative 

'I 44 ora t ory in advis i ng a n d p r aising Ch2 r l e s ~ - ~ The 

epi l ogue employs the p a n egyrical t opo s t h a t " t he who l e 

earth sings his praises" as i t d e scr i bes t h e joyous crowds 

who view the return of the king during the ceremo nious 

Maytime. The spea ker, greeting Char le s II upon his 

approach to the cliffs of Albion, stresses the penitence 

and sorrow of the people as they cope with their guilt 

over Charles II's exile. In addition, this section of 

the poem p re s ents the pattern of the i d eal pr i nce. Th e 

ideal prince should be one of both heavenly and earth ly 

p a rentage with t h e qua li t ies of mildne ss of t e mperame n t , a 

forgiving rather than vengeful mind, and a just rather 

than harsh interpretation of the law. In a look at the 

future the poet predicts the glory of England, which 

includes v ictory and dominance abroad , the prosper i ty of 

domestic trade , and domestic tranquility. To underscore 

the joy of all the nation upon the return of the rightful 

heir to his leg itimate throne, the speaker concludes with 

a se r ies o f e xclama tions: 

44 Garrison, pp. 158-62, and A. E. Wallace Maure r, 
"The Structure of Dryde n's Astrae a Re dux, " Pape rs o n 
Lanquage and Li terat ur , 2 (19 66 ) , 1 8. 
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0 happy Prince , whom Heav'n hath taught the wa y 
By paying Vowes, to have mo re Vowes to pay! 
0 Happ y Age! Oh times l ike thos e alone 
By Fate reserv' d f or Great Augustu s throne! 
When the joint g r owt h of Armes a nd Ar~ s 

fo r eshew 
The World a Mo narch, and tha t Monarch Youo 

( 1 1. 318--23) 

Just as "The Fir s t Ann ive r sary" celebrates Cromwell 's 

f irst year i n power , "To His Sacred M:3. jesty, A Panegyrick 

on His Coronation" d es c r ibe s Char le s I I's coronation a 

year after hi s return . Whe reas "As traea Redux" argues 

that the time is ripe for the leade rship o f Cha r l e s II, 

"To His Sacred Maje sty" dep i cts the " fu ll f ru ition " of 

Charles I I ' s tr i umphant f irst year and describes the 

monar c h's coronation. Whereas "Ast raea Redux " depends 

upon elaborate analogies a nd allusio ns, "To His Sacred 

Majesty" relie s on a few sele ct a nalogies and al lusions 

to characterize Charles I I . Where a s "Astraea Redux" 

follows the triparti t e structure of t h e epideictic 

oration, "To His Sacred Ma jesty " follows the progress of 

the coronation ceremony and depends on a structural move-

ment f rom past to present to f uture. Labeled "panegyric " 

by Dryden, "To His Sa c red Maje s t y" deve lops the theme o f 

restoration and the t heme of the r esurrection of spring, 

i deas traditionally a ssoc iated with the gen re of panegyric .45 

45 Ga rrison , p. 59 , and Nevo, pp. 14 8 - 49. 



The speaker in "To His Sacred Majesty" addresses 

Charles II directly and speaks on behalf of the king's 
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subjectso Fo r the people of England the speaker expresses 

gratitud e to Charles II for dry i n g up the fl o o d s o f 

rebellion, for removing the "s a d ruines 11 of domestic 

chaos, and for refreshing "our joyes by adding more " 

(1. 22) . He also comments upon specific issues; for 

example, he favors the restoration of the established 

church when he say s to Charles II, "How justly from the 

Church that Crown is d ue, / Preserv'd from ruine and 

restor' d b y yo u " (11. 47 -- 4 8). In add i tion , he a s s umes a n 

advisory f unction . He recommends that Charles II ma ke 

foreign policy decisions on the basis o f how t hese 

decisions will affect the p e ace and happiness of his sub-

jects. He also asks that Charles's a ctions be guided 

by noble aims when he says, "Good ac t ions st i ll must be 

maintain'd with good,/ As bodies nourish' d with resembl-

ing food" ( 11. 77-·78). In praising and in advising, the 

speaker employs elements of both deliberative and demon

strative oratory for the purposes o f both propaganda 

d 
. . 46 an ins truction. 

46 Garrison, pp. 59 and 170. 
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As the speaker praises and advises Charles II, the 

poem progresses from past to present to future. Through 

the opening allusion to the b i blica l f l o o d , identified 

with the chaos of pre-Restoration England, the s peaker 

reminds the audience of the failures of the past Common

we a l th government and of the accomplishments of the past 

year, depicted through the a nalogy of Charles II to the 

sun drying up the flood. From the past the speake r moves 

to the present coronation ceremony. The d iction surround-

ing the ceremony conveys the significance of the occasion : 

"pomp, 11 "solemn , 11 "sacre d, 11 "hallowed," and "a noint. 11 

Thi s scene shows Charles I I being led to the sacred templ e 

where t he c r own awaits him and being anointed with the 

sacred oil, just as biblical kings were ano inted. The 

orderly proce ssion of the coronation ceremony symbolizes a 

return to order, tradition, and ritu a l. MovL _g from the 

dignity of t he present ceremony, the speaker looks to the 

future and advis e s the king to conside r t he peace a nd hap

piness of future gene rations. 

As he progr e sses f rom past to p r esent to future , 

Dr yde n singles out t ra its of Cha rles II for special 

emphasis . The r estored monarch handles both dome stic and 

foreign proble ms effective ly. Domest ically he has 

quenched the fires o f sedition and has appeas e d the jea lou~ 
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sects, and he has made improvements in St. James Park. 

He has als o asserted hi s a uth o rity in f oreign a ffairs, 

a l lay i n g "Imper i al po·:J 1 r with [his] 9a te rr1al s -.va yn (.1 . 9 6) ~ 

Two kingdoms, Sp ain a nd Portuga l, f or example, l o ok t o 

Charle s f or a solution to the disput e over Portugal's 

independence. To s how further that Charles II is a ruler 

of authority a nd prestige, Dryden pictures him riding the 

seas in 11 s t ately frigats" and with his "martial mind " 

pondering s k illfully executed battles . The king, the 

p oet says, is "Born to command the Mistress o f the Seas" 

(L 99) . These mar t ial virtue s, however, are balanced 

by hi s mildness, pati ence , and "paternal s way." The 

repetit i on of "your love" in lines 121-22 rein f orces the 

image of Cha rles as a concerned and caring monarch whose 

love creates peace from dissension and harmony from 

discord: 

It was your Love before made discord cease; 
Your l ove is destin'd to your Countries pea ce. 

In conclusion, Charles I I i s the prote ctor whose fat herly 

concern fo r his subjects is underscored by such word s as 

"care ," "protec t s ," "secure ," a nd "paternal." 

"To His Sacred Majesty" relie s on a few sele ct 

ana l og i es , allusions , and i mage s to c onvey these heroic 
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qua li ties. The allusion that begi n s the poem is to the 

b iblical flood i n Genesis I: 

In that wild Deluge where the World wa d drownd, 
When lif e and sin one c ommon tornb e l1ad found, 
The first small prospect of a risi n g hill 
With various notes of Joy t he Ark did f ill: 
Ye t when t hat flood i n its own depths wa s drownd 
It left behi n d it false and s lippry gro und ; 
And the more so lemn pomp was still def er r ' d 
Till new-born Nature i n fre sh looks appeard . 

(11. 1 - 8 ) 

At this point Dryden introduces Cha rles II, who s e "new

born Na t ure" a nd "fresh l ooks" rejuvenate t he flo o d ed 

lands. In this analogy Charles I I becomes Noah and the 

flood t he troubled water s o f the Commonwealth . The 

"ris ing hill" symboli zes the p r ospec t of Charles II ' s 

return to power, b r ing i n g with it hope a nd promi se. The 

deferring of the "solemn pomp" represents the delay of 

Charles II's co r onat ion until almost a year after his 

restoration. The d omi nant im~ge i n t he ana logy is drown -

ing, both t he wor ld's drowning a nd the flood drowning in 

it s own d ep ths. The drowning nation awaits the p ote nt 

powe rs of the restore d king t o dry up the saturated lands . 

Two other ana logie s are r elated to the biblical 

anal o g y . In a comparison typical of panegyric, the 

analogy betwe en the king and the sun, Charl e s II become s 

the sun whose "kind beams" warm the ground and dry the 
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dampness and vapors when they rise greatly. 

warmth is repeated elsewhere in the poem. 

This image o -F 

When zealous 

passions become overheated, Charles II brings the fires 

to a controllable warmth . The ki ng , for example , 

quenches the fires of sedition and cools the passions of 

zealotry (11. 79-80). Again Charles is connected with 

warmth as he await s his coronation amidst the harmonious 

sounds of the choir: "Wrapt soft and warm your Name is 

sent on hi g h, / As flames down on the wings of I ncense 

fly" (11. 51-52). Besides bringing warmth, Charles II 

also brings relief to the uncerta in grounds i n his godly 

function of dispenser of "celestial dew 11 and giver of 

manna. In Exodus 16.4 God promises that He will "rain 

bread from heaven" t o sustain the I sraelites during their 

years of wandering in the desert. This analogy is 

reiterated in the poem. The picture drawn is of Charles 

refre s hing the joys of the nation and quenching the flames 

of sedition and zealotry in the land. As he gives ma nna 

to this people, Charles II p a rall els God the father 

where a s in "Astraea Redux" the main parallel is between 

Charles and Christ. Through this analogy Charles's 

authoritati ve n a ture is empha sized . "Soveraign ," 

"imperial," and "paternal" all suggest the king's force

fulness and authority. In addition, the image of 
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Charles II weighing the fates of other na tions and of 

being sought to solve international dilemmas conveys the 

ser i ousness f his ~uthority: 

Thus from your Royal Ok e, like Jove's of old, 
Are answers sought, and destinies fore-told . 

(11. 129-30) 

Not o nly is Charles associated with Jove, but he i s also 

aligned with Caes a r. The allusion to Caesar associates 

Charles with authority and might . In lines 82-83, for 

example, the jealous sects make their appeals to Charles , 

whom they consi de r like Caesar. Not only does Char le s II 

possess the s t atemanshi p of Caesar, but he also possesses 

hi s courage and might. Like Caesar, Charles does not 

fear the stormy seas but sails "with Caesar s hea rt that 

rose above the waves" (1. 104). Dryden, however, does 

not ne g lect Charles 's Chr is tlike qualities. He especially 

emphasizes Charles's mercy and mildness as he forgives 

cr imes committed against him, j ust as he had p romised to 

do in the Act of Oblivion. Besides his Christlike mild 

ness and fo r giving nature, Charles II also brings t he 

hop e of r e surre ction and renewa l. Paralle ling No a h , a 

type of Christ, Charl e s II promises to r estore the f loode d 

lands of England. 
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I mage s of harmony also aid i n def ining the character 

of Charles II. No long e r is there chaos in nat ure with 

floods and ru ins . I n s tead , there is the h, rmo ny of 

springtime, established through ima ges o f r ebirth , 

creativity , and y o uth: 

Now our sad ruines a r e r emov'd f r om s ight, 
The Season too come s f r a ught with new delight; 
Time seems not n ow beneath his years to stoop 
Nor do h is wing s with sickly feat hers droop; 
Soft we ste rn wind s waft ore the gaudy spring 
An d opend Scenes o f flow'rs and b lossoms bring 
To gra ce this happy day, whil e you appear 
No t King of us a lone but of the year. 

(1 1. 2 5-32 ) 

Similarly, music is a dominant image of harmony u sed in 

des cr ib ing t h e jubi l ation of the c oronation ceremony. As 

t he audi e nce becomes an a ngelic chorus expressing joy, 

Music herself st r ives to find the "choisest notes to 

p raise the bes t of King s" (1. 54) and harmoniously blends 

her note s into a song of exultation. A final i mage of 

harmony is the marriage of Charles II and Queen Cathe

rine . 47 The union of the king and queen brings with it 

the promise o f heirs to the throne. 

Through a l l us ion, a n a logy, and imagery Charle s II 

ass umes mythic proport ions. Several patterns fr om 

47 Garrison, p. 172. 
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archetypal criticism illuminate the role of Charles II . 48 

As divine ruler Charles II is associated with the life 

cycle in nature .. Inde ed, he is introduced as :i ne w- b o rr:. 

nature," and he b rings with him t he p romi s e of the rebirth 

of spring . He is the he ro who restores the l and t o 

fruitfulness after the devast a tion o f the f~o o d a n d who 

rains manna from heaven to refresh the spiritual aridity 

of the landa I n compari s on to the sun, he is, accordi ng 

to archetypal pattern , al i gned with creative enery, l a w 

in nat u re, and the father principle. Spring, flow e rs , 

winds , and dreams fur the r symb olize Cha rles II 1 s a ssoci a 

tion with inspiration, rebirth, and creativi ty. As divine 

rul e r he has absolved the land of pol i tical cha os a nd has 

restored it to order and productivity . 

Each o f the p o ems prai s ing Cromwe ll or Charles II 

draw s upon traditional f o rms to crea te i ts heroic por

trait, yet each work has its o wn spe cial emphasis and 

technique and does not s lavi shly rely upon tr adition. 

Although "The Hor a tian Ode Upon Cromwel ' s Return from 

Ireland" emp loys the convent ional form of the ode to 

p raise Cromwell, the poem i s the least traditional of the 

48 Wilfred L . Gueri n and others , A Handbook of Crit i 
ca l Approaches to Lite rature (New York: Harper and Row, 
Publ ishers, 1966) , pp . 118 - 29. 
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six poems of pra ise. "The Horatian Ode" is not organized 

around the cardinal virtues of Cromwell, nor does it rely 

upon classical or biblical al l usio~s to amp lify the 

heroic qualities of Cromwell. Instead , Marve ll's a im 

in the poem is to support Cromwell and to defend his 

forced seizure of power; therefore, the poet structures 

his poem around three aspects of Cromwell's character: as 

irresistible force of angry heaven's flame, as creator of 

a new republic after proving his superiority to the help

less monarch, and as selfless leader carrying out the 

desires of the people . Likewis e , "The First Anniversary 

of the Government Under 0. C. " reli e s upo n trad i tional 

forms but is also innovative. While t he poem develops the 

traditional topics o f praise characteristic of the 

epideictic oration, i t is e xperimental in its blending of 

the genres of satire, panegyric, elegy, a nd the a nni

vers ary poem of c e lebration. Fi nally, "A Poe m on the 

Death of O. C." develops tradi tiona l elegiac consolation 

themes and the cardinal virtues recommended for epideictic 

orations, but the poet also incorporates his personal 

belief that Cromwell died in compassion for his daughter 

Eliza and uses objective correlatives to convey the sense 

of loss over the death of the great leader. 
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Of the six poems Dryden' s "He roiq ue Stanzas to the 

Glorious Memory of Cromwell" is the most traditional i n 

form: it is a funeral panegyric that praises the 

deceased and laments his death, it fol lows the structur~ 

of the epideictic oration, and it uses the conventional 

symbols of the circle, laurels, bays, and palms to 

organize the poem. Similarly, "Astraea Redux" follows 

the tripartite structure of the epide i ctic oration to 

develop the a r g ument that Cha rles II is the ideal leader 

for an overly active age. Dryden, however, does no t use 

the structure of the epideic t ic oration in •irro His 

Sacred Majesty" but instead follows the progress of the 

corona tion ceremony a nd relies upon a temporal movement 

from past to present to future. 

Just as structure aids in presenting their political 

portraits of Cromwell and of Charles II , a central meta 

pho~ allusions,or image conveys the e ssence o f political 

leadership that the po et wishes to present to his 

audiences. For example, the central image and analogy in 

"The Horatian Ode" is Cromwell as the three-forked 

lightning that breaks through the tradit i o nal institu

ti on s of religion a nd gove rnme nt . The i rre s i s tible force 

of angry heaven's flame that proves more powerful than 

the ineffectual monarch, Cromwell asserts himself as a 
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creative and selfle ss leader. He is simultaneously the 

epic hero who thirsts for military victory and the 

Christi a n hero who is Christlike 1 ~ his perso~al sac~i-

fice for the people of England. In "The First 

Anniversary" the centra l classical al l usion to Amphion 

illuminates Cromwell's vital role of creatively construct 

ing the Commonwealth government. To support Cromwell's 

assumption of the title of Protector rathe r than that of 

king, Marvell shows Cromwell as a hero of epic proportions 

whose heroi c virtues transcend time and space and thus are 

a c o ntrast t o helple ss monarchs who are limited by the 

earthly. In "Poem on the Death of 0 . C." Marvell conveys 

the t nderness and mercy of Cromwell's character through 

an a ccount of Cromwe ll's loving relationship with his 

daughter. Image s o f stately oaks and towering trees 

underscore the majesty of Cromwell's character, and the 

biblical allusion to Jos h ua illuminates Cromwell's role 

as soldier, leader, and type of Christ. 

Like Marvell, Dryden works with a central image to 

develop a specific trait of political leadership. The 

central image, for example , in "He roique Stanzas " is the 

circle , a conventional symbol o f perfection that shows 

Cromwe ll as the perfect blend of love and majesty and of 

piety and valor. To show that Cromwell is a hero of 
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divine favor, Dryden traces Cromwell's actions in war and 

peace. Likewise, a central allusion in "Astraea Red ux " 

define s the political promise of Charles I I. 

a llusi on is to Astraea, an allusi o n that symbolizes the 

return of justice and law and the beginning of a golden 

age for England. That Charles II will be a merciful and 

just leader is further supp o r ted by biblica l a l l usi o ns 

that associate Charles II with Moses, David, Enoch, and 

Elijah, all t ypes of Chr ist. Antithetica l images of 

creativity a n d sterility, patience and hastiness, storm 

and calm, and ripeness and over r ipeness further support 

Dryden's argument that Charles II is the ideal le2der for 

a too-active age. Fina l ly, r epeated ima g e s of the harmony 

of springtime i n "To His Sacred Ma je s ty" depict Charles II 

as the myt h ic he ro who restores the land to fruitfulness 

after the flood of rebellion . 

Th us, through a striking ima ge, allusion, or compari 

son and through careful attention to structure, Dryden and 

Marvell delineate their concepts of the ideal political 

leader. These si x poems of p ra ise provide a background 

for analyzing the political satires of the next chapter. 

The satires, like th e panegyrics, s trive to project the 

ideal pol itical l e ader, and their method is to chastise 

those who fal l short of the ideal. 



CHAPTER IV 

SATIRES IN SUPPORT OF AND IN 
OPPOSITION TO CHARLES II 

The ebullient spirits accompanying the restorat ion 

of Charles II began to dissipate wi t h England's involve-

ment in war with Holl and in the mid 1660's. Effus ively 

complimentary portraits of Charles II were joi ned by 

satiric thrus ts at Cha r les himself and at h is ministers . 

While some sati ri sts attacked Char l es II directly, othe r 

satiri st s scor ned his advisors and warned Char les of the 

corrupti on within hi s court. 

describes this sati r ic spirit: 

Ruth Nevo eff e c t i vely 

Dur ing the decade 1 6 6 0-1 6 76 the note o f h a rmony 
upon which the Res t oration had opened h a d tu r ned 
to discord. Wherea s t h e disillusi oned royalists 
lashed the f ailings of tho se who should have 
rea l ized the ideal of r oyal heroi c glory a nd 
mi ght, turning like scorpions their stings 
upon themselves, t he rep ub licans revived the 
heroic vis ion o f a reformed nation in p r ophetic 
denunciation o f the same corrupt court.l 

This clash of the h e roic and satiric produced epic or 

he roi c satire, which employed th e high style of t he epic 

1 Ruth Nevo, The Dial of Virtue: A Study of Poems on 
Aff air s of State in the Seventeenth Century (Princeton: 
Princeton Univ. Pres s, 1963), pp . 186-87. 
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through the use of the heroic coup let. In a ddition, the 

epic satire blended the genres of s a tire a nd panegyric a s 

it offered a standard by whic~ to judge the fa ili~gs and 

shortcomings of the non-h eroic, 

Satire during the Re storation period wa s a direct 

respo nse to political events and to political leade rs, 

and the immediate purpose o f these satires was to influ-

ence the pol i tical climate. In his descr i p t i on of sa t ~ r e 

dur ing thi s period Raman Selden sta tes that ''Res toration 

satire is topical and p e rsonal to a degr ee without prece-

1 . l. . . 112 Gen t in 1terary history. Th u s , t h e s a tirists of t h e 

period referred to spe cific mistresses of Charles II and 

c has t ised such adv i sors as Cl a r endon and Bennet . Specif i --

cally, the s e tbacks in the Dutch war, the burning o f the 

ships a t Cha tham, legislation such as the Conventicle Act 

and the Five-Mi le Act, a nd the g e neral d ebaucher y of the 

court were subjects of satire d uring the mid-seventee n th 

century. 3 Furthe r more, the fall of Charles I a nd the 

absenc e of a king during Cromwell's rul e demysti fied the 

divine and imperial n o tion o f po l i tica l l eaders h i p. In 

2 Raman Selden , English Ver s e Satire , 159 0-17 65 
(Lo n d o n: Ge orge Allen a nd Unwin, 19 78 ), p. 73. 

3 Brian Morris, "Satire from Do nne t o Marvell," in 
Metaphysical Poetry, e d. Malcolm Bra dbury a nd David Palme r 
(New Yo r k: St. Martin's Press, 19 70), p. 231. 
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his introduct i on to Poe ms on Affa i rs of Sta~e George deF. 

Lord describe s the satiric spirit of t he times: 

A keene r i nterest i n the pri vate l ives o f p ublic 
servants and a corresponding erosion of respect 
f or the who l e polit ica l esta blishmen ~ from the 
monarch on down heralded more modern attitudes 
in t he d emyth o l ogizi n g of the king, both as 
viceregent and a s defende r of the faith. This 
t endency t o degra de divine right and it s 
a ttendan t myths wa s st r engthe n ed by the civil 
wars a n d the interregn um, and by the s ectar 
ianism which sugges ted , e ven to t h e l east 
rebe ll ious sub ject, that n o institution had a 
monopoly on religious o r political truth. It 
was a cce l e r at ed most of all, however, by the 
very characte r of t he thirty-year-old monarch 
who was now res to red t o the throne .4 

A review of vario us satires duri ng the mid 1660's and the 

early 1670's illustrate s b o th the change in view toward 

Charles II a nd the satiric techniques employed to cr i ti

cize his administrat ion . 

The poems in Poems on Affair s o f State: Augustan 

Satiri c al Verse, 1660-1714 register the d isillusionment 

wh ich f ol l owed the e uphori c spirit upon Charles II 's 

r eturn to the t hrone. The promise that Charles II 's 

restora tion b rought is depicted in the first two poems o f 

the vo l ume . Rober t Wild ' s " Iter Bo r ea l e " (1 660 ) 

4 George de F ~ Lord , Po ems on Affairs of State : 
Augustan Sa t irica l Verse, 16 60-17 1 ~ , I ( New Haven: Yale 
Univ . Press, 1 96 3 ) , pp. xvi i i-xix; here after c ited as 
POAS. 
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congratulates General Monck a s "our Mercury, Ma r s, and 

Neptune too" (P OAS 1 . 393) as Monck plans and carries out 

the return of Charles II. The second poem of the volu~2 , 

Edmund Waller's Instructions to a Painter ( 1665) , also 

captures the initially heroic spirit of t he Stuart 

monarchy. Waller ' s poem celebrates the English victory 

over the Dutch a t Lowestoft o n J une 3 , 1665, e specially 

lauding the heroism of James , Duke of York, and cele

brating Charles II as " soulli a n d " fi rs t mover" ( _OAS 

1. 325 ) of England's qlory. This ce lebration of heroism 

d uring the Dutch-Engli sh war i s ridiculed and deflat ed 

in several mock heroic poems that employ Wa ller's conven

tion of giving instructions to a painter to depict the 

satiric rather than the heroic scene. Othe r li t erary 

forms also describe the woes of England under Charles II; 

ballad, di alogue, dream vision, and parody appea r fr e 

quentl y . Popul a r subjects satirized include the profliga c y 

o f Charl e s II, the corruption within the court, and both 

the ministers and mistresses of Charles II. While criti

cizing the reign of Charles II through such techniques as 

animal image ry, invective , diatr ibe, and parody, these 

satirists a lso t e nd to hold up a hero ic ideal to co unter 

act the l a ck o f heroism they saw within the court. A 

consideration of specific satires during the mid 1 660' s 
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will show the ways in which Charles II was portra yed and 

the methods used t o portray him. 

Restoration satiris ts re c ord the disillusionffient 

which followed the r et urn of Charles I I ~ For example, 

in "The History of the Insipids" (1674), ascr i bed to John 

Freke in Poems on Affairs of State, the poet registers his 

dismay that Charles II did not usher in the hoped-for age 

that Dryd en celebra tes in "Astraea Re d ux." Instead , the 

poet says that "the wish' d -for blessing which Heaven sent / 

Became their curse and punishme nt" (POAS 11. 5-6). The 

characte r of Charles II, especially his sexual l ia i s ons, 

comes under attack in "The History of the Insipids. 11 The 

poet sa r cas t ically e q ua t es the s exual purity of Char le s II 

and of Henry IV, both known womanizers, and sardonical ly 

observes that Charles II's o ff spring outnumber He n ry's by 

three-score, despite the fact that Charles II's queen was 

barre n. He furthermore feels that Cha r l e s is gove rned by 

his own lust and that "If such k ings be by God appointed,/ 

The Devil is then the Lord's anointed" ( POAS 11. 1 5 5-5 6) . 

Us ing images of sex ual depravity, the poet lambasts the 

corrup t ion within the court: 

New upstarts, pimps, bastards , whores, 
That locust-like devour the land, 
By shutting up th' Exchequer doors 



When thither our money was trepann i d, 
Have rendered , Charles, thy restoration 
A curse and plague upon the nationc 

(POAS 11. 12 7- 32) 

These courtiers, like insects , threaten to devou r and 
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infest the land. Kings tha t surround t h ems elves with suc h 

corruption are thems elves "wolves, goats, sheep, or swine'' 

(POAS 1. 162) and des e rve to be overthrown. Through the 

technique of diminution as he equates Charles II and his 

courtiers wi th both ins e cts and an ima ls, the poet conveys 

his fee ling that Charles II has betrayed the t rust and 

confidence of the nation. 

Using the form of both a dialogue and a d re am vision, 

"Britannia and Raleigh" (1 674), attributed to John Ayloffe 

in poems on Affairs of State , also attacks the moral 

debauchery within the court. I n disguise Britannia 

observes "the lewd court in drunken slumber" (POAS 1. 12) 

and expresses to Raleigh her sorrow tha t a colony of 

French " Pimps, priests, b uff oons" and "slimy monsters" 

( POAS 11. 26- 27) inhabit the court. According to the poet, 

such debauchery e v en the wi c k ed Pha raoh d id not approach. 

"Britannia and Rale igh " is a good examp l e of the 

Res toration sati ris t's tendency to blame the advisors a nd 

courtiers of Charles I I rather than to scorn Charl e s II 

d irectly . These advi sors whisper t o the k ing "tyrannic 



151 

arts" and "pervert his mind, his good intentions choke" 

(POAS 11. 29-30). Furthermore, these courtiers treacher-

ously promote the s ecret alliance of Char les II with 

Louis XIV of France , an all iance unpopular with the people 

of England. To satirize this alliance still further, 

Britannia describes a vision in which a dame "bedeck'd 

with spotted pride" (POAS 1. 60) tempts Charles II to 

forget "threadbare virtues" ( POAS 1. 72) and instead to 

follow both the opulent style and regal authority of 

Louis XIV . Britannia fears that Charle s II has succumbed 

to the dame 1 s temptation and has abandoned Britain to ally 

himself with France. Likewise, Raleigh expresses h is 

fears and reminds Charles II of his long-scorned Par lia-

ment and his father's name. Both Britannia and Raleigh 

want to save the "falling King" (1. 140) and urge him to 

teach our noble youth 
To love sobriety and holy truth. 
Watch and preside over their tender age, 
Lest court corruption shou ld their souls engage. 
Tell 'em how arts and arms in thy young days 
Employ'd the youth, not taverns, stews and plays~ 

(POAS 11. 162--67) 

Rat h er than praising the profligates of the court, 

Britannia and Raleigh hold up the heroic ideal of 

Sir Philip Sidney, the Earls of Shrewsbury, and Sir Thomas 

Cavendish for Charles II to promote. 
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Like "Britannia and Raleigh," "The Dream of the 

Cabal'' (1672) satirizes the negative influence of his 

advisors upon Charles II. Written in couplets and cast 1~ 

the form of a dream vis ion, "The Dream of t he Cabal " 

depicts an imaginary meeting of Charles II with the 

advisors making up the Cabal: Clifford, Ashley, Bucking-

ham, Arlington, and Lauderdale. In addition, the Duke o f 

Ormonde is present a n d repre sent s the lone hero ic vo i ce o 

The speaker in the po e m, cons idering the ills of h is "mad 

world'' (POAS 1. 5) and possible cures, falls asl eep and 

dreams of a mee t ing in which the king and his advisors 

secretly plot to limit the powers of Parliament and to 

extend the royal preroga tive followin g the exa mple of 

Louis XIV. With the exception of Ormonde the others 

present at the meeting agree that " Parli a ments/ Are clogs 

to princes and their brave intents '' (POAS 11. 97-98). The 

lone heroic voice of Ormonde is raised for the people , for 

Parliament, and aga inst alliance with France, and he 

advises t hat the sword cannot "old foundations alter or 

make n e w 11 
( POAS l. 2 7 7 ) . Yet Charles II d oes not heed the 

sound voice of heroism, preferring instead the attractive 

lures of the Ca bal. The portrait of Charles II that 

emerges is of a weak monarch easily led astray by the 

temptat i ons of power. 
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Another poem protesting Charles II's handling of 

Parliament is "On the Prorogation" ( 1671). Money from 

Louis XIV of Fran~e made possible Charles 1 s independ enc e 

from Parliament, and Charles II prorogued Parliame n t 

several times from September 1671 to February 1673. Thes e 

dismissals of Parli amen t the speaker of the poem considers 

an even greater blight to the country than plague, war, 

and fire. The poem begins as mere invective as the 

speaker rants against politicians who pick the pockets of 

the poor to support the "dunghill wench" (POAS 1. 13) Nell 

Gwynne, one of Charles II's mistresses. Beside s invec

tive , the poem incorporates a lengthy p o rtra it of "damned " 

Buckingham which anticipates the satiric portraits b y 

both Marvell and Dr yden: 

[Buckingham] n e ither Roundhead is nor Cavalier, 
But of some medley c ut , some i ll-shaped brat, 
Would fain be something if he knew but what? 
A commonwealth's man he owns himself to be, 
And, by and by , f o r absolut e monarchy, 
Then neither likes, but some new knicknacks 

found , 
Nor fish or flesh , nor square is nor yet round. 
Venetian mo del pleaseth him at ni gh t ; 
Tomorrow , France is only in the r i ght. 
Thus, like light butterflies , much flutter 

makes, 
Sleeps of one judgment, and of another wakes. 
Zea lous in morn, he doth a bishop make, 
Yet before night all bishops down he' d take. 
He all things is, but unto nothing true, 
All old things hates, but can abide no new. 

( POAS 11. 7 4-8 9) 
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The portrait that emerges is of an indecisive man whose 

inconstancy deceives and misleads Charles II. Likewise, 

in "Downfa ll of the Chancellor" (16 67) a nothe r o f 

Charles's advisors, Edward Hyde, Earl of Clarendon, is 

satirized as the "kingdom I s broker, ruin of the state" 

(POAS 1 . 2) for the unjustified charge that he betra yed 

the confidence of the king to the king's enemies. 

While "On the Prorogation " attacks Charles II's 

advisors, "A Ballad Called the Haymarket Hectors" (1671) 

incorporates a specific satirical portrait of Charles II. 

Through sexual innuendo this satire maligns the mor a l 

chara ct e r of Charles II in the following portrait: 

Our good King Charles the Second, 
Too flippant of treasure and moisture, 
Stoop 'd from the Queen in f ecund 
To a wench of orange and oyster. 
Consulting his cazzo, he f ound it expedient 
To engender Don Johns in Nell the comedian. 

(POAS 11. 7-12) 

Taking a specific incident , the slitt ing of Sir John 

Coventry 's nose for his affront to the king and his 

mistress Nell Gwynne, the poet parodies the ball ad form o f 

a popular song to s a ti r ize Charles II's tende ncy to neg

lect the needs of England 's navy during the Dutch war 

while giving undue concern to Ne ll Gwynne's desire f or 

revenge. 
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The heroic image of Charles II and of his advisors 

is likewise deflated in the painter poems of the mid 

1660 1 s. Both Th e Second Adv ice to a Painter (1662) and 

The Th i rd Adv ice t o a Painter (1 665) parody Wa l ler' s 

Instructions to a Painter. Both these advices are 

attributed to Marvell in Poems on Af fairs of State, but 

this attribution is questioned by man y critics. Whereas 

Waller instructs the painte r to d raw a he r oic portrait of 

both Charles II as the "first move r" (POAS l. 325) o f the 

nation and of his brother James, Duke of York, hero of 

the Batt l e of Lowestoft, The Second Advi ce to a Painter 

pres e nts satiric portraits of ambitious, sycophantic 

courtiers who pursue their own selfish i nterests; for 

e xample, Cl a rendon promotes the marriage of his daughter 

to the Duke of York , and William Berkeley greedily covets 

illegal booty from the Dutch. These avaricious and overly 

ambitious courtiers are compared to insects that swarm and 

infest the land blocking out the sun of Charles's king

ship . In The Second Advice to a Painter the poet depicts 

Cha rl e s II entra pped in the labyrinth of his own policies. 

Cl aren d on is compared to Daedalus, who constructs the con

fu s ing l a byrinth , and Charles II is compared to Minos , who 

should e ntrap Da e dalus-Clarendo~ in his own maze. The 

s a tiric portra its in The Second Advice contain images tha t 
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anticipate the satiric portraits of Dryden's and Marvell' s 

satires. For example, images of physical d istortion i n 

the satiric p ortra i ts symbo lize a morall y corrupting 

influence upon king a nd country. When he desc r ibe s 

Clarendon, the poet says that the Lord Chancellor's 

"transcendent paunch so swells of late/ That he the 

rupture seems of law and state" (POAS 11. 1 1 7-18). 

Similarly, when the poe t de s c r ibes Sir Ro bert Paston , M. P. 

from Norfolk, who recommends h uge sums of money for the 

Dutch wars, he says that his "b e l ly b e a rs more millions / 

Than Ind i an c a r ra cks and contains more t u ns" (P OAS 

11. 119-20) . Charles II's brother James receive s an 

equally uncomplime ntary portrait; James was as leep at the 

crucial time that the Dutch e scaped. The poet, however, 

does not overlook the heroism of those who bravely died 

i n battl e but laments that 

Death picks the valiant out, the cow'rds survive. 
What the brave merit th'impudent do vaunt. 
And none 's rewarded but the sycophant. 

(11. 22 0 -22) 

Both The Se con d Advice and The Third Advice to a Painter 

conta in se c t i ons a ddressed to the king. Having given a 

detail e d r e nde ring of the Four-Days' Battle of Jun e 1-4, 

1666, in which the fleets of Albermarle a nd of Rupert we r e 

divided and Albe rma rle was t rounced by the Dutch, The 
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Third Advi ce to a Painter concludes with both a warning 

and a plea to Charles II. First, the poet warns Charles 

t hat '1Wha t servants wi ll concea l and couns'llors spa re / 

To te l l, the p a inter and the poet dare " (POAS 11. 439 -4 0). 

Second, he pleads with the king to "Only let vice be 

damn' d and justice flow" (POAS 1. 444). Both advices to 

a painter employ the heroic couplet, use classical allu

sions, and present a heroic ideal to contrast with their 

satiric target s . 

The discrepancy between heroic and satiric presenta

tions o f political leadership during the rei g n of 

Charles II may also be seen in contrasting portraits of 

Edward Hyde , Earl o f Clarendon. Whereas Dr yden wrote a 

panegyric pra ising Cl a r e ndon , Marve ll satirized the 

Lord Chancellor. "To My Lord Chancel l or" is a panegyric 

presented to Clarendon on January 1, 1662, New Ye ar's Day 

being a t raditional time of gif t-giving to the Lord 

Chancellor . Besides p raising Clarendon, the poem also 

de fend s him against opponents who envied his power, his 

intimacy wi th Charles II , and his position of trust. Not 

only does the p oem comp l iment the Lord Chancellor as the 

trusted and gi fted advisor of the king, but it also 

pra i ses Charles II as the soul of the nation and as the 

restorer o f religion and literature . The main technique 
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Dryden uses to develop his laudatory portrait of 

Clarendon is the conceit or analogy , and images within the 

analogies under s core the divine l y i~spi red union of kirg 

and Lord Chancellor as they jointly develop policy for 

England. To show that Clarendon dispenses the law and 

guides the country under the direction of Charles II, 

Dryden employs a conceit from physiology. While Charles II 

is the "Nations soul 115 who dispenses his "vital influ

ence" (1. 28) through Clarendon, Clarendon is the channel 

whereby "those spirits flow/ And work them higher as to 

us they go " ( 11. 29-30). Just as the a rteries transmit 

life-giving blood to the tissues of the body, Clarendon 

is the means by which the policies of Charles II are 

refined a nd transmitted to the people of England. The 

relationship o f Char les II and Clarendon is also conveyed 

through analogy. In lines 31-36 just as the earth and 

heaven join at t he horizon, the relationship o f king and 

Lord Chancellor is so closely joined that Charles II 

imparts the burdens of leadership to Clarendon. Both 

image and analogy further suggest this close bond between 

t he two . While Charles II is r e peated ly associated with 

5 John Dryden, The Works of John Dryden , eds. Edwa~d 
Niles Hooke r and H. T. Swedenberg, Jr. (Berkeley: Univ. 
of Californi a Press, 1956). All further refe r ences to 
this work a ppear in the text. 
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the sun, with the celestial, and with the cent er of the 

universe, Clarendon is aligned with the stars that 

b right l y r eflec t the powe r and designs of the d ivine l y 

inspired monarch. That Clarendon is a man of justice 

and wisdom is also conveyed through a conceit. Just as 

the Indies, representing all that is precious and rich, 

remained undiscovered until their "guilty sweetnesse" 

betrayed their rich perfumes to other wor lds, England has 

found "a rich and undiscover'd World" (1. 78) in Clarendon 

by virtue of the valuable and precious counsel that he has 

given to k i ng and country. A man of such wise counsel and 

of such value to Charles II, according to the poet, 

deserves support rather than oppositi on and envy. 

The portrait o f Clarendon that emerges in Marvell's 

"Clarindon's House-Warming" (1667) vastly differs from 

Dryden 's heroic portrait. The portrait in "Clarindon's 

Hous e -Warming" stresses the greed , sel fishness, and 

treachery of Clarendon . The occasion of the poem is the 

construction of a great house for the Lord Chance llor, and 

the r he tori cal purpose of the poem is to bring about the 

downfall of Clarendon . The poet begins his account by 

sati rica lly ref e rring to England's b e ing in the throes of 

wa r , plague, and fire while Clarendon blithely overlook s 

these c atastrophes and turns to architecture. Indeed, the 
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ostentation of Clarendon's house contrasts sharply wi th 

6 the "burnt town" of London, which, because of plague and 

fire, was a scene of rubbish and ruins . Whereas in "The 

First Anniversary 11 Marvell had compared Cromwell's 

creative construction of the Commonwealth to Amphion's 

inspired construction of a wall around Thebes, he uses the 

classical allus i on to Amphion fo r satiric purposes in 

"Clarindon's House-Warming." Rather than the divinely 

inspired sound s of Amphion, Clarendon re lie s upon " t he 

Jews-trump of his own tongue" (Poems 1. 20) to talk his 

way into using stone intended f or t h e build i ng o f 

St. Paul's and t imber belonging to the navy for his own 

personal use. In describing t he Chance llor's greed and 

graft, the poe t a lso manages a satirical jibe a t 

Clarendon's role in the Dutch wars: "His fr iend s in the 

Navy would no t be ingrate,/ To g rudge h im some Timber who 

fr a m'd them the War " (Poems 11. 47-48). Just a s the 

classical allusion to Amphion i s employed ironically , the 

biblical allusio n to Jos eph is used satirically. Whereas 

Jos e ph , at the Pharaoh' s request, wisel y s tored up f oods 

from the seven years of pro sperity in ant i cipat ion of 

6 Andrew Marvell, The Poems and Letters o f Andrew 
Ma rvell, ed . H. M. Margoliouth, 3rd ed . rev. by Pi e rr e 
Legouis wi th the collaboration of E. E. Dunca n Jones 
(Ox f ord : Clarendon Pre ss, 1971); hereafter cited as 
Poems. 
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the seven years of famine, Clarendon foolishly wastes 

"all our Money and Cattel" (Poems 1. 33) to wage war with 

Holland. Calling attent i on to t he foolish pretensions 

and pomposit y of Clarendon, marvell pokes fun at 

Clarendon's "Palace Mosai c" and refers to him facetiousl y 

as the "Idol of State 1
' who sits "ador'd and accurst" 

( Poems l. 9 8 ) . The ironic juxtaposition of "ador'd" and 

"accurst" underscores the discre pancy between Clarendon's 

position as Charles II's closest advisor and the resent-

ment he stirs up outside the court. While "Clarindon's 

House-Warming" is another example of a satire that attacks 

a minister o f Charles II rather than the k ing himself, the 

poem manage s to chastise Charles indi rectl y for following 

insubstantial policies designed by his subordinates: "He 

[Clarendon] himself would not dwel l in a Castle of air,/ 

Though he had built full many a one for his Master" 

(Poems 11. 31-32). The architect of such ineffective 

polici e s and of such an o pu l ent hou se during a time of 

national disaster dese r ves, accordi ng to Marvell, to be 

removed from of f ice. 

Other satires though t to be Marvel l's satirize both 

cour t a nd king . "The Statue in Stocks-Market" ( 16 7 S ), for 

instance , sardonical ly comments upon a statue erected by 

Sir Rob e rt Viner, who converted a statue of the king of 
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Poland crushing a Turk to a statue of Charles II trampling 

Cr omwell . The grotesque statue lead s the s peaker to corn-

rnent that !!When e a ch one t h a t pas ses f inds fau l t with t!1e 

horse,/ Yet all do affirm that the ki ng is mu c h worse" 

(Poems, 11. 13-14). The speaker feels that the market 

is an appropriate site for the erection of a statue of a 

king who himself can be bought and sold: 

But a market, they say, does suit the king well, 
Wh o the Parliament buys and revenues does sell, 
And others to make the similitud e ho ld 
Say his Majesty himself is bough t too and sold. 

(Poems 11. 21-24) 

Muc h of the poem is in the form of questions addressed to 

Si r Robert Viner , h umorously add r e ssed as "Sir Knight of 

the Vine ." These que stions allude to Charles II's need 

f or such diversions as masquerading, imply that he is a 

buffoon, re fe r to the debts he has incurred , a nd satirize 

his misma n agemen t o f the Dutch War . The poem ends f lip-

p a ntly with a criticism of James, Duke of York: 

But with a ll his faults restore us our King , 
As ever you hope in December for Spring, 
For though the whole world cannot shew such 

another , 
Yet we ' d better by far have him than h is 

brothe r. (11. 5 7-60) 

Eve n Char l e s II is pre ferable to James , whose inclinations 

toward Catho licism a roused the fears of the Eng lish people. 
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Whereas "Statue at Stocks-Market" addresses the man 

who erected the statue of Charles II, "Di alogu e betwe en 

Two Horses'' ( 16 75 ) i magine s a conversa t i o n b e t we e n two 

sta tues of hors e s , t h e rider o f t he s ta t ue a t Ch a ri ng 

Cross as Charles I and the rider o f the statue at 

Woolchurch as Charles II. The satire b e gins by discussing 

earlier secular and religious writings that used the 

device of beasts talki n g. The spea ker wond ers, therefore, 

why anyone would question t he public discourse of the two 

horses, who tel l "many truths well worth a mans hearing" 

( Po e ms l. 2 6 ) . Sa tiric targets in "Di a logue betwe en Two 

Hors e s" includ e Ch a rles II's d uplicity, his mismanage ment 

o f t he n a tion's f inances, his mishandling of the wa r with 

Holland , and his profligacy. While Charles II repres e nts 

himself as "defender of the faith," this title, according 

to the Cha ring Cross horse, is misl e ading because Charles 

"be leive s [sic] not a word, the word of God saith" 

(Po e ms 1. 46). A second satiric target is the financial 

plight o f the nation. The Woolchurch horse laments that 

despite unpopular taxe s such as the hearth tax, naval 

need s h a v e b een n e gl e cted, and the "worm-eat e n Navy" has 

b ee n defeat e d a t Chatha m. Furthermore, the Woolchurch 

ho r se impl e s that the king's selfish interests underlie 

his h a ndling of the wa r and that he instead "shou'd 
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endavaur [sic] to make a warr cease/ Which Augments and 

secures his own profitt and peace '' (Poems 11. 91-92). A 

th i rd satir i c ta r ge t is t he d ebauche r y o f Charles II, 

whom the speaker sees as 11 buryed alive in lust and 

sloath [sic]" (Poems 1. 142), and he nostalgically longs 

for the heroism of Cromwell, who inspired fear in his 

enemies and established the greatness of England. These 

two horses symboli ze the English people as the y bear the 

burdens wrought by t he blunders of the Stuar t kings. 7 

Likewise, "The King s Vowes," who se attribution to 

Marvell in the 1697 St ate Poems is quest i o ned by 

Margoliouth, s atirizes the l eadership of Charles II. This 

poem imagines Charles II making vows that he will carry 

out when he is restored to the thro ne e Among t hes e v ow s 

are Charles II's desire to make his own religion in which 

Catholics and Protestants a r e indistinguishable, to 

prorogue Parliame nt when it balks at his des ires for 

mon e y, t o select bishops who can be manipulated , and to 

give in to the Dutch when they prove superior in battle . 

Charles I I is imagined as a hedonistic monarch who quite 

willingly trades affairs of state for affairs with his 

7 James R. Sutherland , "A Note on the Satirical 
Poetry of Andrew Marvell ," Philological Quarterly, 45 
(1 966) , 53 . 
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mistresses. Having made these vows which promote his own 

interests, Charles II concludes the poem with this 

prediction: 

I wholly will abandon State affaires, 
And pass my Time with Parasites and Players, 
And Visit Nell when I shold be at Prayers. 

(Poems 11. 64-66) 

In "The Loyall Scott" (1670's) much of which is 

identical to lines from The Last Instructions to a Painter, 

Marvell presents the heroic ideal of Lord Douglas, who 

fought valiantly against the Dutch and was burned in the 

f lames of his ship. The poem imagines that John Cleve-

land, a uthor of "The Rebe l Scot," we lcomes Douglas into 

Elysium. Besides being a plea for the union of England 

8 and Scotland, the poem also expresses the hope that 

Charles II will become the "prudent Husbandman" who r ecog

nizes "The Idle tumult of his factious bees" ( Poems 1. 270) 

and then works to make sure that each bee produces honey 

for the common hive. Since Marvell in "The First Anni-

ve r sary" had presented Cromwell as a careful husbandman 

and as a leader capabl e of binding opposing f actions into 

a harmonious relationship , this image of heroic leadership 

the poet holds up is an ideal for Charles II to adopt. 

8 Annabel M. Patterson, Marvell and the Civic Crown 
( Princeton : Princeton Univ. Press, 1978), p. 36. 
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That Dryden interprets political leadership and 

political events differently from Marvell is evident in 

Dryden's presen t a t i o n o f Char les I I a s a hero i n Annus 

Mirabilis, written in 1666. Annus Mirabilis depi c ts 

Charles II's strong leadership in the Four Days' Battle 

with the Dutch June 3-6, 1666, and in the Great Fire of 

London September 2-6, 1666. The poem was written as a 

response to pamphlets claiming that the catastrophes 

England was suffering were in fact judgments upon a s infu l 

English people and its king. 9 Dryden's purpose is to show 

that rather than judgments, these disasters are trials tha t 

will bind king and people together when the English peopl e 

set aside their f actiousness and accept the wise and 

providential l e adership of Charles II. 10 The first trial 

that proves the capable leadership of Charles II is the 

Second Dutch War . First, Charles II is presented as a 

prudent leader who does not rush into battle despite his 

subjects' clamor for war. Yet when war is inevitable, 

Charles II sees to it that his ships are prepared for 

battle and that he has chosen capable leaders such as the 

9 Edwa rd N. Hooker , "The Purpose of Dryden's Annus 
Mir a bilis," Huntington Li brary Quarterly, 10 (November 
1946), 51. 

10 Hooker , p. 62. 
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Duke of York, who leads the English to victory at 

Lowestoft on June 2-3, 1665. Whereas Marvell in The Last 

Instruct i ons to a Painte r uses the domesti c metapho r of 

England as a n emasculated hus b and, Dryden employs the 

domestic metaphor of England as a careful and powerful 

husband whose absence is mourned by a chaste wife and 

children. England's power is a result of the wise leader

ship of Charles II, whom Dryden parallels to Aeneas in 

his prudent c a r e of hi s people and in his acceptance of 

the will o f heaven and t o Caesar in his military jud gment 

and force. His wisdom is further evident as he personally 

sees to the repair of England's ships after battle since 

the wise king recognizes that a strong navy insures com

mercial might . The second example of Charles II's heroism 

is his leade rship in the disastrous fire of 1666. 

Charles II serves as an inspiration for his subjects: 

"He chears the fearful , and commends the bold, / And makes 

despairers hope for good success" (1. 967). He, further

more , takes charge of the disaster, directs efforts to put 

out the fire , and places his brother James in charge of 

the city. The two even heroically labor to fight the 

fir e . The poem incorporates the king's prayer in which he 

says that he h a s the welfare of the nation uppermost in 

his mind and that he h a s attempted to heal the bruises o f 
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the civil war. Annus Mirabilis concludes with an appea l 

to the patriotism of the English people to accept and to 

support the g reat leade rsh ip of Ch a rles I I , leaders ·1ip 

proved by his handling of the battle with t he Dutch at 

Lowestoft and his management of the Great Fire of London. 

Since "Realms are households which the Great must guide" 

(1. 552), the English people should recognize that under 

the paternal guidance of Charles II the nation will 

p rosper. 

Whereas Absalom and Achitopel has received consider

a b le critica l attent ion, Marvell's The Las t I n structions 

to a Painte r and his other satires have received little 

scholarly analysis because of t he belie f b y contemporary 

critics that Marvell's l yrics far surpass his political 

satires in poetic merit and because of the uncertainty as 

to which satires are indeed Marvell's. Marvell's con

temporaries, however, admired the wi t and satiric force o f 

h is a nti-court writings. For example, Daniel Defoe refers 

to Marve ll, "whose Wit made the Court odious to the 

Pe opl e , beyond what had been possible if the Press had 

be e n o pen. 11 1 1 Scholars agree tha t The Last Inst r uctions 

11 Daniel De fo e , A Review of the State of the British 
Na t i on, 29 March 1711, pp. 6-7. 
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to a Painter is Marvell's, and this satire has produced 

some critical commentary. Warren Chernaik, for example, 

comments upon Marvell ' s use of irony and wit in the 

satires directed at fa lse ideals of hero ism, 12 and 

James P. Sutherland discusses satirical vehicles of the 

R t · · l · 13 es oration in se ected satires of Marvell. Several 

articles take a particular facet of The Last Instructions 

to a Painte r for discussion. Michael Gearin-Tosh cites 

the concept of decorum evident in changes of style in the 

poem to reflect low and high character portraits. 14 Earl 

Miner analyzes the structure of the satire: court 

portraits enclosing three narratives of confrontation.15 

Joseph Messina sees an image pattern of sexual depravity 

in the poem,
16 

and Alan Fisher notes Marvell's "lyrical 

12 
Warren L. Chernaik, "Marvell's Satire s: The Artist 

as Purita n , " in Tercentenary Essays in Honor of Andrew 
Marvell, ed . Kenneth Freidenre i ch (Hamden, Conn.: Archon 
Books , 1977). 

13 
Suthe rland, p p. 46- 5 3. 

14 Michael Gearin-Tosh, "The Structure of Marvell's 
'Last Instructions to a Painter ,'" Essays in Criticism, 
22 ( 1972 ), 48-57. 

15 Earl Miner, "The ' Poetic Picture, Painted Poetry' 
of The Las t Instructi o ns to a Painter," Modern Philology, 
63 ( 1965-66), 288-94. 

16 Joseph Messina, "The Heroic Image in The Last 
Inst r uctions to a Painter, " in Tercentenary Essays in 
Honor of Andrew Marvell, ed. Kenneth Friedenreich (Harnden, 
Conn .: Archon Books, 1977. 
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strategy of satire. 1117 Although these articles illuminate 

isolated techniques of the poem, a rhetorical interpreta

tion of The Last Instructions to a Painter is lacking. 

Whereas Marvell's satires have received little 

critical attention, Dryden's Absalom and Achitophel has 

been approached from a number of perspectives. Two books 

deal exclusively with Absalom and Achitophel. W. K. 

Thomas in The Crafting of Absalom and Achitophel gives 

a detailed reading of the poem as it attempts to influen ce 

undecided readers to support the king, and he sees the 

entire stru cture o f the poem as a classical oration. 1 8 

In Dryden and the Conservative Myth: A Reading of Absalom 

a nd Achitophel, Bernard Schilling analyzes the poem as it 

depicts Dryden's creation of a mythology of order during 

h 1 
. . . 19 

t e Exe usion Crisis. George deF. Lord agrees with the 

conc e pt of Dryden as mythmaker, for he sees Absalom and 

Achitophel as Dryden's advancement of the conservative 

17 Alan s. Fisher, "The Augustan Marvell: The Last 
Instructions to a Painter," English Literary History, 38 
(1971), 223-38. 

18 w. K. Thomas, The Cra fting of Absalom and Achito
phel: Dr yden's "Pen for a Party" (Waterloo, Ontario, 
Canada : Wilfre d Laurier Un i v. Press, 1978). 

19 Bernard N. Schilling, Dryden and the Conservative 
Myth: A Reading of Absalom and Achitophel, 2nd ed. (Ne w 
Haven: Yale Univ. Press, 1964). 
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myth of restoration against the radical myth of 

20 
apocalypse. Articles dealing with specific aspects of 

the poem abo un d. In hi s a rticle Al ber t Ba ll v i ews 

David-Charles as a Christian epic hero , whose divine 

functio n it is to carry out the de signs of God; 21 in 

contrast, Dustin Griffin interprets Charles's character 

at the end of the poem not as a divine agent but as a 

h d 1
. . . 22 s rew po iticain. In another article deal i ng with 

Charles II and the conclusion, Godfrey Davies believes 

that Charles II suggested both the conclusion and the 

2 3 scriptural bas i s for the poem. Michael J. Conlon feels 

that the passage on government in the poem serves the 

didactic function of vindicating the kingship. 24 Other 

20 George deF . Lord, "'Absalom and Achitophel' and 
Dryden's Political Cosmos," in Writers and their Back 
ground: John Dryden, ed. Earl Miner (Athens: Ohio Univ. 
Press, 1972) 

21 Albert Ball , "Charles II: Dryden's Christian 
Hero ," Modern Philology, 59 ( 1961-62), 25-35. 

2 2 · · ff · II D d ' Ch 1 th E d. f Dustin Gri in, ry ens ares: e n ing o 
Absalom and Achitophel, in Essential Articles for the 
Study o f John Dryden, ed. H. T. Swedenberg, Jr. (Hamden, 
Conn." Archon Books, 1966) . 

23 Godfrey Davies, "The Conclusion of Dryden's 
Abs a lom a nd Achitophel, in Essential Articles for the 
Study of John Dryden, ed. H. T. Swedenberg, Jr. (Hamden, 
Conn.: Arcon Books , 1966). 

24 Michael J. Conlon, "The Passage on Government in 
Dryde n's Absalom a nd Achitophel," Journal of English and 
Germanic Philology, 78 (1979), 17-32. 
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writers of articles deal with allusions in the poem: 

R. G. Peters, who says that Sallustian allusions govern 

t h e satir i c a l part s of t h e p oem and Vi rgil i a n the l auda -

25 tory ; Barbara Lewalski , who deals with biblica l 

. 26 
imagery ; and Lenora Leet Brodwi n , who analyzes the 

h -l- • l f,,.. t . f 11 · · 2 7 r eLo r ica e re c iveness o a usions to Milton. Still 

other authors of articles discuss themes. Gerald B. 

Kinneavy, for example, interprets the didactic theme of 

28 moderation over excess in the poem, and James E. 

Wel lington notes t he question posed in t h e poem of to 

what extent huma n nature should be controlled by 

h 
. 29 aut ority. Book-length studie s o f Dryden's poetry also 

fo cus upon specific techniques in the poem: Earl Miner 

25 R. G. Peters, "Larger Manners and Eve n t s: Sallust 
and Virgil in Absalom and Achitophel," PMLA, 82 (1967), 
236-44. 

26 Barbara Lewalski, "The Scope and Function of 
Biblical Allusion in Absalom and Achitophel, " English 
Language Notes, 3 (1965-66), 29-35. 

27 Lenora Leet Brodwin, "Miltonic Allusion in Absal om 
and Achitophe l: Its Function in the Political Satire," 
Philological Quarter ly, 68 (1969), 24-34. 

28 Gerald B. Kinneavy, "Judgment in Extremes: A 
Study o f Dryden's Absa lom and Achitophel," Univer s ity of 
Dayton Review , 3, no. 1 ( 19 66), 15-30. 

29 James E. Wellington, "Conflicting Concepts of Man 
In Dryden's Abs a lom and Achitophel," Satire Newsletter, 4 
( 1 966 ), 2-11. 
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identifies the controlling metaphor of biblical history,30 

Paul Ramsey discusses image patterns and the theme of 

' d 31 Provi ence , and George McFadden sees the character of 

Charles changin g from indecision to controi. 32 

The following c onsideration of The Last Instructions 

to a Painter and of Absalon and Achitophel will illuminate 

the satiric techniques these two leading Restoration 

satirists used to develop their heroic and satiric por-

traits of Charles II. Both satire s were written in 

response to specific political crises. In addition, both 

satires depi ct challenges to the leadership of Charles II~ 

Andrew Ma rvell's concern in The Last Instructions to 

a Painte r is that the golden age associated with the 

r estoration of Charles II has become tarnished and that 

values have become distorted and perverted. Although the 

speaker of the poem "thought the Go lden Age was now 

restor'd / When Men and Women took each others Word'' 

(Poems 11. 47-48), he finds duplicity rather than truth. 

In specific satiric targets Marvell conveys this 

30 Ear l Miner, Dryden's Po e try (Bloomington: Indiana 
Un iv. Press , 1967). 

31 Paul Ramsey, The Ar t of John Dryden (Lexington: 
Univ. of Kentucky Press , 1969). 

32 George McFadden, Dr yde n, The Publi c Writer, 1660 -
1685 (Pri n c e ton: Pr inceton Univ. Press, 1978. 
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deterioration of values. Love, Marvell shows, has 

deteriorated to lust; the serious business of running the 

nation has diminished i n t o a game or sport; a n d the l a ws 

of nature have been transgressed. The poet nostalgically 

longs for the values of the past and juxtaposes past 

glory with present ignominy. He, furthermore, contrasts 

the heroism of a few brave men with the rampant corruption 

in the court of Charles II. The central disgrace that the 

poet describes is the defeat of the English by the Dutch 

in the Se cond Dutch War of 1665-1667, a war mismanaged by 

Charles II and his advisors. Because of the Plague of 

1665 and the Great Fire of London in 1666, the war came a t 

a time when England was financially unprepared for an 

expensive war. The commercial rivalry between England and 

Holland was exacerbated by Charles II's alliance with 

Portugal established through his marriage to Catherine of 

Braganza. Holland was resentful toward England since the 

. 33 . 
Dutch had designs upon the Portuguese empire. Written 

at a time ·of the national catastrophes of plague, fire, 

a nd war, The Last Instructions to a Painter 1667) has as 

its rhetorical purpose a call for Charles II to assert 

33 David Harris Wilson, A History of . England, 2nd 
ed . (Hindsdale, Ill.: Dryden Press, Inc., 1972), 
p . 411. 
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his leadership and to rescue "our Lady State" (Poems 

1. 1) from public disgrace. 

To satiri z e the mi sma nagement of the war with t h e 

Dutch, the general corruption of the court, and the l a c k 

of effective leadership, Marvell employs a number of 

techniques that anticipate Dryden's satiric methods. 

Marvell's The Last Instructions to a Painter fits Dryden's 

description of what the ideal satire should be: "the 

Majesty of the Heroique, finely mix'd with the Venom" 

(IV. 84) of satire. Written in heroic couplets, Marvell's 

satire contains both a lashing of vice and an admonition 

to virtue . His thesis, the central vice he lashes, is 

the corruption of the court, a flaw he examines through a 

variety of devices: the traditional association of 

poetry and painting, the Theophrastan character, and a 

combination of the genres of satire, panegyric, dream 

vision, and mock heroic. He also presents a corresponding 

moral virtue through specific examples of noble behavior. 

Assuming the voice of a prudent, rational man, the 

speaker of the poem expresses concern that "our Lady of 

State" ha s disintegrated into the "Whore of State" 

( Poems 1. 15 0 ) . In using the traditional association of 

po e try and painting, the speaker instructs the painter to 
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create a portrait of the ignominy of the court of 

Charles II and of the corruption within it. 

stated in lines 390-92: 

This aim is 

So thou and I, dear Painter, represent 
In quick Effigy, others Faults, and feign 
By making them ridiculous to restrain. 

Thus, the speaker's purpose is to correct vices by making 

the flaws appear absurd. As our Lady State sits for her 

portrait in the beginning of the poem, the speaker warns 

the painter that Lady State might be "too sligh t grown, 

or too hard for thee" (Poe ms 1. 4) to paint in her former 

splendor. In instructing the p a inte r , the speaker pokes 

fun at the blunders of the Dutch War and the debauchery 

within the court. For example, he says that it would be 

fitting for the painter to paint without colors since "we 

too without a Fleet can fight" (Poem 1. 6)~ Similarly, 

it is appropriate if the painter 's skills are so inferior 

that he is reduced to daubing sign posts since "'twill 

suit our great debauch and little skill" (Poems 1. 8). 

It is likewise appropriate if the painter's talents run 

to the grotesque since the bizarre truthfully depicts 

"this race of Drunkards, Pimps, and Fools" (Poems 1. 12). 

In fact, the grandly heroic natu re of England's past has 

shrunk to such a minute fame that one must look through 
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a microscope to view Clafford, the new controller who is 

visualized as "a tall Lowse" ( Poems 1. 18) brandishing a 

white staff . Confiding to the painter h is concern over 

the mishandling of public policy under the direction of 

Charles II and his advisors, the speaker asks the painter 

to observe "with what small Arts the publick game they 

play" (1. 118). The use of the painter conventions under

stores the contrast between the real and the ideai. 34 In 

addition, a chief function of the painter is to paint both 

satiric and heroic portraits of Restoration political 

leaders. 

To depict the debauchery of Charles II's court, 

Marwell employs specific rhetorical techniques that 

anticipate Dryden's techniques in Absalom and Achitophel. 

Marvell develops portrait characters of two opposing 

groups, those associated with the court of Charles II and 

those who oppose the v a lues of the court. Marvell aligns 

the court portraits w·th avarice, luxury, "the new Whore 

of State " (Poems 1. 150) and "Safety, Gain, and Ease" 

(Po ems 1. 501). Recurring patterns o f imagery aid in 

separat ing the heroic from the nonhe roic. For example, 

images of sexual depravity indicate political corruption; 

34 Chernaik, p. 277. 
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similarly, animal imagery and image s of disease, sickness, 

and poison convey the base and ignoble motives of court 

poli t icians. In add ition , bib lical allu s ions , a l l itera -

tion, iron i c j ux t ~posi tion a nd a nt i climax, and vari o us 

figures of r epetition separate the court of Cha rles II 

from the heroic va l ues of the opposition. Through the 

portrait character Marvell makes an effective appeal to 

his audience and to Charles II for the preservation of 

the heroic ide al. 

To show that "our Lady State" has deteriorated to the 

"new Whore of State," Marvell employs images of sexual 

deprav i ty to reveal the political corruption within the 

court of Charles II. The speaker lashes out vehement l y 

against two women in Charles II's court: Anne Hyde, 

Duchess of York and daughter of Lord Chancellor Clarendon, 

a nd Barbara Villi e rs, Countess of Castlemaine and mistress 

of Char le s II. Anne Hyde's portrait is a picture of 

sexual deception, of sex used to attain position and power. 

Her portrait depicts the ci r cums tances of her marriage to 

J ames , the Duke of York, brother of Charles II and second 

in line of succession. Through an allusion to Archimedes, 

who ran n aked through the streets upon his discovery of 

how to detec t a silver alloy in a gold crown, the poet 

observes tha t the naked Anne outdid Archimedes for her own 
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"Experiment upon the Crown" (Poems 1. 52) and that the 

pregnant Anne "perfected that Engine, oft assay'd, / How 

after childbirth to renew a Maid" (Poems 11. 53 - 54), 

finding "how Royal Heir s might be matur 'd / In fewer 

months than Mothers once indur'd" (Poems 11. 55-56). Her 

sexual treachery is further described when the poet says 

that her pages try to escape detection by jumping behind 

the Duchess' ample rump, and he implies her sexual 

infidelity with Henry Sidney, Groom of the Bedchamber to 

the Duke and Master of the Horse to the Duche ss. The 

Duke, in fact, in a jealous rage dismisses Sidney. Not 

only is the Duchess unfaithful, but the Duke of York is 

also false to his wedding vows as he becomes involved 

with Lady Denham, who it was rumored was poisoned by the 

Duchess in a cup of chocolate. The portrait ends as the 

Duke blithely gallops off to other sexual prey. Such 

sexual infidelity leads to sexual vacuity as the poet 

shows with images of sterility. For example, in lines 71-

72 the poet describes healthy elm trees shedding their 

gre en leaves and fawns fleeing from the "womb abortive." 

Furthermore, he shows that the healthy marital love of the 

Duke and Duchess has diminished to a cancer when he says 

of the Duchess that "in her soft Breast Loves hid Cancer 

smarts" (Poems 1. 74). Similarly, the portrait of 
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Barbara Villiers, Countess of Castlemaine, draws a picture 

of one who confuses animal lust with spiritual and last

ing love. Admiring t h e physical asset s of her lackey, 

"his brazen Calves" and his "brawny Thi ghs" (Poems 1. 85), 

Castlemaine feels that she has "Discern'd Love's Cause " 

(Poems 1. 82). This animal passion the poet underscores 

by describing the lackey's "sweaty Hooves" (Poems 1. 96) 

as Castlemaine tickles her lover and cavorts with him. 

When this affair is revealed, Castlemaine merely moves to 

her next lover, Henry J ermyn , nephew to St. Albans. In 

showing Castlemaine as mistress o f both king and lackey, 

the speaker diminishes the king's sexual preferences to 

the leve l of a l a ckey's. 

Two other portraits employ sexual i magery to satiriz e 

the court of Charles II. The portrait of Henry Jermyn, 

Ear l of St. Albans, uses sexual innue ndo to characterize 

Charles II's amba s sador t o the French court. Described 

as "the new Courts pattern, Stallion o f the old" (Poe ms 

1. 30), St. Albans was Master of the Horse to Henrietta 

Maria in 1639, and rumors abounded conce r ning the 

relationship of J ermyn to the quee n. However, his sexual 

fervo r , his "youthful heat" ( Poems 1. 3 7), has diminished 

to such a n extent that as Charles II's Ambassador to 

Fr a nce he merely plays card s. Likewis e , in the portrait 
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of Lord Chancellor Clarendon, sexual impotence is equated 

with diplomatic ineffectiveness. Once a "Letcher" 

(Poe ms 1. 473) Clarendon consents "for his Rupture, to be 

Gelt" (Poems 1 . 47 4) as he vainly tries to reach an agree

ment with the Dutch. 

Not only do i mages of sexual impotence describe the 

court of Charles II, but also images of sexual perversity 

characterize the court. For example, the portrait of 

excise official John Birch, who tries to promote an e x cise 

tax to f und t h e war wi th Holland, is a picture of abnormal 

sex ual relationships. Imagined as a female Harpy and per-

sonified as a monster ravishing the count r y, Ex c i s e is 

born of Birch's mind, and he becomes involved in a n 

incestuous relationship with his creation: 

Black Birch, of all the Earth-born race most hot , 
And most rapacious, like himself begot. 
And, of his Brat enamour'd, as't increast, 
Bugger'd in Incest with the Mungrel Beast. 

(Po ems 11 . 143-146) 

Like Birch, Speaker Turner is imagined as hot and rapaci-

ous. In an a llusion to Chaucer's "Nun's Priest's Tale" 

Turne r is c ompared to the proud Chaunticleer, and someone 

else ' s wi fe serves as hi s Pertelote. The court in general 

is a lso imagined as promiscuous and lascivious as it 

flirts first with war, then with peace , and moves 
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indiscriminately to the next sexual game: "The Court, as 
. 

once of War, now fond of Peace,/ All to new Sports thei r 

wanton fe a rs release" (Poems 11. 373-74). Ra t he r than 

pursuing the serious business of discerning the movements 

of the Dutch fleet, the court instead searches for some 

new sport or game. 

Continuing with images of sexually abnormal relation

ships, the speaker develops his theme that nature's laws 

have been transgre ssed as he metaphorically describes 

England as subservient and beaten husband and Holland as 

domineering wife. He laments the situat i on in which "the 

brawny Female disobeys,/ And beats the Husband till for 

peace he pray" (Poems 11. 379-80) as he satirizes 

England's feeble attempts to control the Dutch, whose 

aggressions are in violation of a treaty with England. 

This abnormal male-female relationship in which the wife 

Holland tries to gain mastery over her husband England is 

such a shameful travesty of the usual husband-wife 

r e lationship that the speaker calls upon the example of 

"Prudent Antiquity, that knew by Shame, / Better than 

Law, Domestick Crimes to tame" (Poems 11. 387-88) to 

reverse this disastrous r e lationship. A second portrayal 

o f abnormal sex ual relationship describes the defeat of 

the English by the Dutch. This defeat is imagined as a 
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rape. The voyage of the Dutch commander De Ruyter as he 

sails the Thames is described in terms of a sexual con

q u es t . As h e v i ews t h e a t t ractive lands cap e o f England, 

De Ruyter sees i t as such a "tempting sight " t hat "his 

old Veins [swell] with fresh Blood, fresh Delight" 

(Poems 1. 532), and he and his "wanton Boys" (Poems 1. 542 ) 

approach England "like am'rous Victors" (Poems 1. 533). 

Easily conquering Sheerness, De Ruyter's crew look for 

further adventure and proceed to Chatham, where they find 

the "sick Ships 11 
( Poems 1. 5 7 3) of the English II a weak 

and easie Prey" (Poems 1. 574 ) . Viewing the Royal Charles 

as a "cheap spoil" (Poems 1. 619), they seize her and 

enslave her. A similar incident occurs on the Thames and 

the Medway . The Thames is imagined as a husband who is 

forced to watch the rape of his wife, the Medway, and the 

murder of his children. The speaker describes this 

despicable account of rape and wistfully longs for the 

days when this once honorable couple were happily and 

honorably wed: 

When aged Thames was bound with Fetters base, 
And Medway chast [sic] ravish'd before his Face, 
And their dear Off-spring murder'd in their 

sight; 
Thou, and thy Fellows, held'st the od~ous Light. 
Sad change, since first that happy pair was wed, 
When all the Rivers grac'd their Nuptial Bed; 



And Father Neptune promis'd to resign 
His Empire old, to their immortal Line! 

(Poems 11. 743-50) 
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The "Ravisher" De Ruyter has heaped dishonor and ignomi ny 

upon the hapless couple. 

Serving as a pattern of lust and lasciviousness is 

the king himself. In the final sections of the poem the 

speaker chides Charles II's attempts to take advantage of 

a coy and blushing virgin. A virgin, bothered by some 

"secret anguish" ( Poems 1. 817) , appears to the king in a 

dream. As Charle s II reaches out to touch her naked form, 

the vision fa d es as the king finds her cold and unyield-

ing. Finally, it occurs to the king that the vision was 

actually England or the Peace and that he has attempted 

to take advantage of England and to disturb the peace and 

stability of the nation. 

Juxtaposed against images of sexual depravity aligned 

with the court of Charles II are images of sexual purity, 

fidelity, a nd innocence associated with patriots who 

oppose the values of the court. For instance, imagining 

a debate in the Senate as a battle, the speaker describes 

one troop's diligence and discipline as they loyally come 

to the aid of their country against the advances of the 

monst e r Excise; such is their loyalty to country that t hey 

leave their faithful young wives at home in bed. 
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Complementing this picture or marital fidelity is the 

portrait of the sexual innocence of Captain Archibald 

Douglas; who commanded a company in the Scottish regiment. 

Rather than having a perverted love affair or an illicit 

lover, Douglas's takes as his lover the flames that engulf 

him on a ship being burned by the Dutch. Virgins admire 

the "modest Beauty" of Douglas, and nymphs puzzle over 

why he gives himself to the flames of his ship rather 

than to the f lames of desire. Not understanding the 

cowardice of those who abandon ship, Douglas bravely 

meets death : 

Like a glad Lover, the fierce Flames he meets, 
And tries his first embraces in their Sheets. 
His shape exact, which the bright flames infold, 
Like the Sun's Statue stands of burnish'd Gold. 

(Poems 11. 677-80) 

Finding "secret joy" in his "calm soul" (Poems 1. 675), 

Douglas is transfigured as his love of honor and devotion 

to country is of such spiritual power that he becomes 

immortalized in the flames. 

Just as images of sexual depravity and sexual purity 

separate the supporters and opponents of Charles II, 

animal images align the court of Charles II with the base 

and ignoble. For example, the speaker instructs the 

painter to pa int a grotesque portrait of the "Stallion" 



186 

(Poems 1. 30) St. Albans "with Drayman's Shoulders, 

Butcher's Mien,/ Member'd like Mules, with Elephantine 

chine" ( Poems 11. 33-3 4) . Similar ly , Lady Ca s~ l emaine's 

animal passions lead her to tickle the "sweaty hooves" o f 

her lover. In a debate over excise the unruly Irish 

faction stampedes in like a herd. Speaker Turner, the 

man in charge of the debate over the excise tax, is also 

d iminished to the level of animal life in this 

description: 

When Grievance urg'd, he swells like squatted Toad, 
Frisks like a Frog to croak a Taxes load. 
His patient Piss, he could hold longer then [sic] 
An urinal, and sit like any Hen. (Poems 11. 877-80) 

This gross imagery extends to the king himself, who also 

engages in self-serving activities detrimental to the 

nation. Disgusting animal images delineate these self-

serving courtiers, whom Marvell says are "induc'd by 

Safety, Gain, and Ease" (Poems l. 501). These sycophants 

are like animals "Burr'wing themselves to hoard their 

gui 1 ty Store" ( Poems 1. 9 8 0) ; these "scratching courtiers" 

are like vermin in need of extermination by Charles II. 

The ir physical distortion is aptly summarized in line 179: 

"Gross Bodies, grosser Minds, and grossest Cheats." 

In addition to the se images, antithetical images of 

cre ativity and sterility, light and dark, and sickness and 
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health effectively satirize the values of the court. For 

example, imagery aligns England with the sterile and 

Ho lland with the c r e a tive . When De Ruyter s ail s the 

Thames, the mythological god Aeolus insp ires the Dutch 

fleet's sails, and heaven guides t heir ships; in contrast , 

the English ships lie rotting and in a state of disrepair . 

The poet calls upon Charles II to exercise his creative 

lead ership to return England to a state of productivity 

rather than of sterility; he pleads with Charles II to 

become "the Poet and the Painter too" (Poems 1. 948) and 

thus to change the canvas o f history to a picture of 

glory rather than of shame. Images of sickness, poison, 

and disease a lso delineate the problems within the court 

of Charles II. The Duchess of York is associated with a 

cancer which infe cts and destroys her capacity for pure 

love, and images of poison and venom recur in her portrait 

as she contemplates revenge upon her husband's lover. In 

her portrait e ven the romance of the moon is "o'r come 

with the sick steam" (Poems 1. 70). The political corrup

tion o f Cl a rendon is underscored by his association with 

both gout a nd hemorrhoids as the speaker states that the 

mon e y Parliame nt voted to conduct the war is used instead 

to ma intain the avarice and luxury of courtiers like Hyde 

a n d Benne t. Again the poet in line 952 calls upon 
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Charles II to recognize that these courtiers are the 

disease that he needs to remedy and warns Charles II that 

"s c r a t c hing Courtier s unde rmi ne a Re a lm 11 
( Poems 1. 9 7 8 ) . 

A similar p a ttern occurs with images of light and dark. 

As he imagines a parliamentary debate over excise as a 

game of trick track, a variety of backgammon, the speaker 

aligns the court party with black and the country party 

with white. Likewise, the physical description of the 

heroic Doug las stresses his yellow locks, his soft white

ness, and the brightness of sun and flames; in contrast , 

the physical description of the coward l y Daniel, who 

abandons his burning ship, stresses the darkness of his 

features. Finally, the portrait of the king is replete 

with images of light and dark: 

Paint last the king, and a dead shade of Night, 
Only d ispers'd by a weak Tapers l i ght; 
And those bright gleams that dart along and glare 
From his clear eyes, yet these too dark with care. 

(Poems 11. 885-88) 

The speaker expresses his grief that the sun of 

Charles II's kingship has been obscured and that Charles 

has a llowed the li ght of his kingship to dwindle to the 

light o f a we a k taper. As satirist, though, the speaker 

warns the king to recognize the corrosion of his power. 
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This rhetorical purpose is also conveyed through images 

of light and dark: 

Blame not the Muse that brought those spots to sight, 
Which , in your Splendor hid, Corrode your Light; 
Kings in the Country oft have gone astray, 
Nor of a Peasant scorn'd to learn the way. 

(Poems 11. 957-60) 

Having brought these problems to light, the speaker 

implores the king to remove those sycophantic and self

serving courtiers who obscure the bright star of 

Charles's kingship. 

The se contrasting patterns of imagery distinguish 

between two groups and two ways of life. Whereas the 

courtiers of Charles II are associated with "Safety, 

Gain, and Ease" (Poems 1. 501) and with personal aggran

dizement, loyalists dedicated to the good of the country 

are associated with patriotism, generosity, and unselfish 

devotion to country even if it means the selfless sacri-

fice of one's life. The fidelity, bravery, and creativity 

of these loyalists further oppose the infidelity, cowar

dice, and sterility of the courtiers. The plea to 

Charles II is to reassert heroic values by selecting men 

of conscience and vir t ue to assume positions of power. 

Specific rhetorical devices further delineate the 

false set of values characteristic of the court of 
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Charles II. Biblical allusion is a rhetorical device 

that separates the heroic from the satir i c. Often Marvell 

uses a biblical allusion ironically to contrast the he r oic 

figures of the Bible with the cowardice of Restoration 

courtiers. For instance, the cowardice of Sir Thomas 

Daniel is heightened by the ironic allusion to the bibli

cal Daniel, whose faith in God sustains him as he is cast 

into the lion's den. No such dedication characterizes the 

Restoration Daniel, who upon seeing the burning ships 

abandons the scene of battle. In this same incident the 

Capta in, Lieutenant, and Ensign are ironically compared 

to Shadrach, Meshach, and Abednego, whose faith save s them 

fr om the fiery ships because their cowardice leads them to 

sail away from the conflict. This ironic biblical 

allusion that reveals cowardice is juxtaposed with a 

biblical allusion that underscores the altruistic bravery 

of Archibald Douglas. Rather than avoiding his fiery 

ship, Dougl a s bravely fights to the end, and his trans

figurati o n is reminiscent of Elijah's transfiguration as 

he is taken to hea ven in a fiery chariot. Another bibli

cal a llusion compares the emasculation of Samson to the 

defeat of the Charles as the speaker describes how "the 

fear'd Hebrew, captive, blinded, shorn,/ Was led about in 

sport , the publick scorn" (Poe ms 11. 735- 36). Finally, 
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Charles II is ironically compared to Samuel, who heard 

the voice of God three times and rises the fourth time. 

Rather than divine guidance, however, Charles II seeks the 

false counsel of Castlemaine, Bennet, and Coventry and 

resolves upon Clarendon's dismissal as a solution t o 

England's problems. 

In addition to ironic biblical allusions, Marvell 

uses irony to point out the degradation of values during 

the Restoration period. For example, Anne Hyd e is pre

sented ironically as a philosopher, a "rare Inventress" 

(Po ems 1. 57) who studies, thinks, and experiments; yet 

philosophy in Anne's portrai t is debased to such an extent 

that her experiments and philosophizing center upon 

becoming pregnant before marrying the man second in line 

to succession. Ironic anticlimax effectively depicts the 

fading beauty of Castlemaine as the second line destroys 

the potent ial compliment of the first: "Paint Castle

maine in Colours that will hold,/ Her, not her Picture, 

for she now grows old" (Poems 11. 79-80). Ironic juxta

position is another technique used to turn the audience's 

feelings agains t members of the court. For example, 

Speaker Turner's culinary skills are compared to his 

duties as Speaker as he cooks up a bill that Whitehall can 

easily digest, seasons questions, and pickles upstart 
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challengers; these culinary images of the jovial host 

seem repulsive when juxtaposed with images of the Speaker 

urinating and croaking like a frog . Li kewis e , the c on 

trast of "Bright Hair, fa i r Face" and "obscure and dull 

of Head" (Poems 1. 867) illuminates the discrepancy 

between attractive outward appearance and inward emptiness 

so characteristic of court politicians. Ironic word 

choice also satirizes the ineptitude of Charles II's 

management of the war. Sarcastically addressing the 

"Wise Court" (Poems 1. 485), the speaker proceeds to paint 

a picture of naval defeat a s the Loyal London , Royal Oak, 

and Royal James are burned by the Dutch and as unpaid 

sailors refuse to board their ships. Humorously observing 

that "Of all our Navy none should now survive, / But that 

the Ships themselves were taught to dive" (Poems 11. 701-

02), the spe aker questions the wisdom of the court that 

would allow such a debacle of "Confusion, folly, 

treach'ry, fear , neglect" (Poems 1. 610). 

Anti t heses also create irony in the satiric por

traits . For i nstance, in line 8 the contrast of "great 

d ebauch" and "little skill" conveys the moral corruption 

within the court and its ineffectiveness in dealing with 

the crises of pl a gue, fire, and war. A similar example 

o f this type of antithesis is in lines 621-22 when the 
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speaker contrasts "former Glories" and "present shame." 

The speaker recalls the earlier promise of the Royal 

Ch arles as it retu rned the exiled king t o his t h rone ; yet 

this moment of glory has vanished as the Dutch reduce the 

Royal Charles to enslavement and ignominy parading their 

captive for all to view. A similar antithesis illustrates 

the discrepancy between past glory and present shame. The 

speaker observes that "Officious fear, however, to 

prevent/ Our loss, does so much more our loss augment" 

(Poems 11. 709-10); he laments that the ships that had 

once held so many riches and that symbolized commercial 

prowess now are being sunk to prevent the Dutch from sail

ing to London. A final antithesis presents a warning to 

Charles II and advice on how to rescue England from its 

current ignominy. Observing that "the smallest Vermin 

make the greatest waste" (Poems 1. 981), the poet advises 

Ch a rles II to replace these "scratching courtiers" under

mining his realm with men "Whose gen'rous conscience and 

whos e Courage high/ Does with clear Counsels their large 

Souls supply " (Poems 11. 985-86). 

Re p e tition of words, clauses, and phrases also aids 

in cha racte rizing the supporte rs of Charles II. The 

' II d {: th rhe torical figure of polyptoton, repeating wor s Lrom e 
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same root but with different endings, 1135 vehemently 

sat i rizes the troop of Clarendon marching out in support 

of excise with this d e scription: "Gross Bodi e s, grosser 

Minds, and grossest Cheats 11 (Poems 1. 179). Another 

example of polyptoton depicts the shameful rape of the 

Medway and enslavement of the Thames and conveys the sense 

of hopelessness the English experienced in defeat: 

with vain grief, their vainer hopes they rue" (Poems 

"Now 

1. 751) as the Thames and Medway are reduced to dishonor. 

Likewise, polyptoton underscores the duplicity of 

Charles II's closest advisors. As Charles II turns to 

Castlemaine, Bennet, and Coventry for counsel, the speaker 

begins h is characterization of the three in lines 932-34 

with the word "untrue" and concludes with the words 

"false" and "falser" to depict three who would betray both 

spouse and brothe r. Another rhetorical device of repeti

tion, ploce, the repetition of a word with a new signifi-

cance, is used to convey a warning to Charles II: "Bold 

and accurs'd are they, that all this while/ Have strove 

to Isle the Monarch from his Isle" (Poems 11. 967-68). 

35 Richard A. Lanham, A Handlist of Rhetorical Terms: 
A Gui e f or Students of English Literature (Berkeley: 
Univ. of California Press, 1969), p. 78. All. rhetorical 
definitions are from Lanham. 
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Throughout Last Instructions Marvell uses a repetition of 

words connoting pretense and secrecy. For example, the 

Cabal is "close" as it "secretly" decrees for peace, 

squeezing from Parliament the money allegedly needed to 

cope with Dutch aggression but which the speaker maintains 

is actually used for the luxury of the court. Similarly, 

the "feign' d speech" and "secret hearts" ( 1. 9 31) of 

Charles II's advisors lead him to settle upon the downfall 

of Clarendon as a false panacea for England's disgrace. 

Another example of the discrepancy between appearance 

and reality occurs in the description of the leader of a 

troop in the battle over excise, who "hid much Fraud under 

an aspect grim" (Poems 1. 184). This contrast between 

outward appearance and inner reality is further conveyed 

through repeated references to plays. For example, 

Charles II expectantly awaits Speaker Turner's arrival as 

though he were awaiting the beginning of a play, and the 

gallants in Charles II's court watch the naval battle as 

though "Spectators safe of the new Play" (Poems 1. 598) 

and in fa ct e scape to London when the entertai nment of 

the spectac l e turns to the tragic trouncing of the English 

by the Du t ch. 

Other devices of repetition effectively satirize the 

court's mismanagement of public affairs. Lord Chancellor 



196 

Clarendon is especially attacked. In the following pas-

sage anaphora, repetition of the same word to begin a line, 

stresses the court's attempt to rule England without 

Parliament: 

What Frosts to Fruit, what Ars'nick to the Rat, 
What to fair Denham morta l Chocolat; 
What an Account to Carteret; that and more 
A Parliament is to the Chancellor. 

(Poems 11. 341-44) 

Through these images of poison and constraint the speaker 

voices his disapproval of the Chancellor's attempts to 

reign without the advice and consent of Parliament. 

Similarly, the repetition of "gain and revenge" i n 

lines 361-63 unders cores the vengeful motives of Clarendon 

as his opponent Buckingham is sent to the tower for 

treasonable practices while Clarendon sits godlike in his 

palatial home. Another example of repetition satirizes 

the of f icial attempt to pin the b lame for mismanagement 

o f the war upon Peter Pett, Commissioner of the Navy at 

Chatham. In a long series of questions requiring a strong 

affirmative or negative response, a rhetorical device 

known as erotesis, the speaker exposes the folly of 

blaming Pett by ironically answering each question with 

the name "Pe tt": 
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Whose Counsel first did this mad War beget? 
Who all Commands sold thro' the Navy? Pett. 
Who would not follow when the Dutch were bet? 
Who treated out the time at Bergen? Pett. 
Who the Dutch Fleet with Storms disabled met, 
And rifling Prizes, them neglected? Pett. 
Who with false News prevented the Gazette? 
The Fleet divided? Writ for Rupert? Pett. 
Who all our Seamen cheated of their Debt? 
And all our Prizes who did swallow? Pett. 
Who did advise no Navy out to set? 
And who the Forts left unrepair'd? Pett. 
Who to supply with Powder, did forget 
Languard, Sheerness, Gravesend, and Upnor? Pett. 
Who all our Ships expos'd in Chathams Net? 
Who should it be but the Phanatick Pett. 

(Poems 11. 796-84) 

The speaker demolishes the court's attempt to use Pett as 

a scapegoat to cover up the court's ineptitude by reduc

ing the argument against Pett to an absurdity: 

Pett, the Sea Architect, in making Ships, 
Was the first cause of all these Navel ships; 
Had he not built, none of these faults had bin; 
If no Creation, there had been no Sin. 

(Poems 11. 785-88) 

Thus, the speaker fallaciously reasons that had the ship 

builder Pett not built ships, there would have been no 

naval blunders a nd hence no shame for England. 

A fina l repetitive pattern is thematic, conveying the 

idea that England's glory has been reduced to a shambles. 

This theme begins in the initial lines of the poem when 

the controller Clifford is reduced to the microscopic size 

of a louse. The glory of England has especially 
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diminished in confrontation with the Dutch. In the 

battle with the Dutch the once mighty Thames is reduced 

to a slave "with Fetters base" (Poems l. 7 43) a s it help 

lessly watches the ravishing of the Medway. The Thames , 

once a deep river, has now shrunk to a ford as the once 

commercially successful ships are sunk. Likewise, 

England's ambassadors are reduced to slaves begging for 

p e ace at Holland's doors. Even the Dutch are reduced to 

the level of boys making boasts and threats and therefore 

are not even fit rivals for the English. England itself 

is reduced to the level of a hen-pecked husband as the 

masculine wife Holland achieves easy mastery over her 

spouse. Even reality is reduced to an illusion, a play, 

a spectacle to be enjoyed by the court but to be escaped 

when the entertainment becomes too tragic or too serious. 

Finally, the speaker in line 961 expresses his fear that 

the unattended throne, devoid of assertive leadership, 

will ultimately banish all "Love, Trust, Ornament and 

Use" (Poems 1. 962) and that the Golden Age of justice 

and truth will be forever forgott e n. 

A final satiric device is the use of epic conven-

tions d iminished to the level of mock epic. One such 

convention is the epic attention to battles and descrip-

tions of wa rriors. For example, a serious debate in 
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Parliament is described in terms of a game of trick 

track, the stakes being the nation. The warriors line up, 

and the c ourt party stands against the country party. 

The speaker describes this rivalry in the game with the 

court party "having lost the Nation at Trick Track" and 

the country party "advent'ring how to win it back" 

(Poems 11. 109-10). The fate of the nation thus rests 

upon the throw of the dice. The poet creatively imagines 

a debate over passage of an excise tax a s an epic 

battle with a monster. The epic hero must battle Excise, 

imagined as a monster with one thousand eyes, and a 

hundred r ows of teeth, a monster that feeds upon trade, 

stalks the city streets, and wastes the country. The 

description of Birch's incestuous conception of Excise 

parallels Milton's description in Paradise Lost of Satan's 

conception of Sin and Death. As the troops line up, 

rather than the armor of knights, one wears "Beaver cock'd 

of Bishop's brim" (Poems 1. 183), and another rides a 

cock-hors e or toy war horse. The ferocious battle is 

"from a ll Gun-shot free" (Poems 1. 230). As the battle 

over excise seems lost, the courage of a valiant few saves 

the day, and the opponents of excise are depicted as 

heroes in a romance. The vigilant and courageous 

Strangeways spies the enemy and sounds the alarm. Spear 
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and shield ready for battle, daring Seymour rushes to 

help and heroically stretches the monster Patent on the 

field. In aid of a frail damsel, Whorwood pierces the 

giant Mondant through his mail. Like the romance hero 

Orlando, this group acting as a single force of valor, 

"broach'd Whole Brigades like Larks upon his Lance" 

(1. 276). Joining the ranks of the country party is an 

unknown reserve, "A Gross of English Gentry, nobly born,/ 

Of clear Estates, and to no Faction sworn" (Poems 11. 287-

88). Led by the heroic Garraway and Littleton, excise 

is resoundingly defeated. 

The Last Instructions to a Painter concludes with a 

dream vision of Charles II, but just as the conventions of 

the epic are diminished to the level of the mock heroic, 

the traditional elements of the dream vision are parodied. 

As the blushing virgin appears before Charles II, she 

rejects the advances of the king, who fails at first to 

realize that she is England or the Peace. The ghosts of 

Henry IV of France, who was assassinated, and of 

Charles I offer advice. Charles II does not experience 

the creativi ty and inspiration that the traditional 

dreamer r e ceives. Instead, he resolves to find a scape

goat f or his own lack of leadership and settles upon the 

downfall of Clarendon to revive England's shattered image. 
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Having set forth the heroic ideal with the image of 

solitary valor, the speaker conc ludes with a plea to 

Charles II to restore the heroic ideal England once kn ew . 

He advises the king to select carefully his advi sor s and 

create an ideal court: 

But they whom born to Virtue and to Wealth, 
Nor guilt to flatt'ry binds, nor want to 

stealth; 
Whose gen'rous Conscience and whose Courage high 
Does with clear Counsels their large Souls 

supply; 
That serve the King with their Estates and Care , 
And, as in Love, on Parliaments can stare: 
(Where few the number, choice is there less 

hard) 
Give us this Court, and rule without a Guard . 

(Poems 11. 983-90) 

England's hope rests with men of conscience, courage, and 

devotion to country, and the selection of these selfless 

individuals is the task of the king himself. 

Just a s Marvell's The Last Instructions to a Painter 

responds to the political crisis of the Second Dutch War, 

Dryden's major satire Absalom and Achitophel responds to 

a political crisis: the exclusion struggle. Absalom and 

Achitophel is a imed at those who opposed Charles II and 

favo red the succession of the Duke of Monmouth, illegiti

mate son of Charles II, rather than James, Charles's 

brother and rightful heir to the throne. Just as the two 

satires address a political crisis, both Absalom and 
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Achitophel and The Last Instructions to a Painter are 

conce r n ed with f orces that threaten to undermi ne the 

k i ng' s a uthority. In addition, both poe ms a r e hero i c 

satires t hat blend the genre s o f satire, paneg y r i c, the 

Theophrastan character, and mock heroic. Like Marvell's 

sati r e, Dry de n's s atire contains both an admonition to 

virtu~ and scourging of v ice . Because of his association 

of satire with h e roic poetry, Dryden employs the heroic 

couplet and the e t hos of the rat i o na l man to pre sent his 

calm , r e a soned a rgument i n s uppo r t o f Charles II. Because 

of his b elie f t hat t he i nten t of the epic and o f epic 

s at i r e i s to "Fo r m a He ro , and a Pr inc e 1

' (IV ., 26- 27), 

Dryd en present s a p o rt rait o f Cha rl e s II that shows the 

dev e l opment of the king 's virt ues as a r u ler. 

Absal om and Achitophel was written in 1681, three 

years after the brouhaha of the Popish Plot of 1678, 

allegedly a Jesuit plot to overthrow Charles II and to 

place James, his Catholic brother, on the throne but 

actua l ly a plot fabricated by Titus Oates and Israel 

Tonge . In th i s climate of challenge to Charles II's 

autho r ity c a me the Whig's introduction of a bill to 

exclude J a me s from succeeding Charles. Brought about 

th r o ugh the leadership of Shaftesbury, this challenge and 

his advocat i on of the Duke of Monmouth as legal successor 
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to Charles II led to Shaftesbury's trial for treason. 36 

To present the king's case against Shaftesbury and to stem 

the challenge to Charl e s II' s au thori t y, Dryden e mploys i n 

Absalom a nd Achi tophel a biblical parallel in which he 

equates Charles II with David, the Earl of Shaftesbury 

with Achitophel, and the Duke of Monmouth with Absalom. 

The forces of David-Charles clash with the forces of 

Absalom-Monmouth and Achitophel-Shaftesbury, and the 

central conflict in the poem is the antagonism between 

the two gro ups , describ e d by Bernard Schilling as "the 

Restl e s s Ma lcontent" and 11 the True Loyalist. 11 37 

Like Marvell, Dryden satirizes defects within his 

soci e ty that threaten to devastate the foundations of the 

state. In Absalom and Achitophel Dryden shows that the 

civilized has deteriorated to the bestial, that reason 

has disintegrated to emotion and passion, that truth has 

diminished to lies and fabrication, and that reality has 

been displaced by appearance and pretense. For example, 

the Jews, representing the English, are described as giddy, 

unstable, and fickle. While the English welcomed the 

restoration of Charles II as it represented a return to 

36 Wilson, pp. 416-17. 

37 Schilling, p. 201. 
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justice, civilization, and order, their instability leads 

them to try one god after another and to take "their 

wild desires to Woods and Caves" ( 1 . 55 ) . Similarly, the 

"Hot Levites" (1. 519) , representing the Presbyteri an 

clergy, are described with beast imagery; ready to rebel 

against the government of Charles II, they "led the Pack: 

tho not of surest scent,/ Yet deepest mouth'd against 

the Government" (11. 527-28). Prevarication, pretense, 

and passion characterize both the Popish plot and the plot 

to bring Monmouth to the throne. A plot "rais'd in 

extremes, and in extremes decry'd" (1. 110), the Popish 

plot is characterized by perverted values. "Bull-

fac' d Jonas" (1. 581), representing Attorney General 

Sir William Jones, turned to writing exclusion bills and 

promoting a topsy-turvy legal system in which statutes 

meant rebellion a nd treason became law. Easily persuaded, 

the gullible mob swallows the lies and exaggerations of 

the plot, "unchew' d and Crude" ( 1. 113). In such a 

society that displaces the law, Shimei, the sheriff, 

enforces laws that punish those who serve the king, and he 

distorts the law to protect the king's foes. In such an 

atmosphe re when "the rightful cause at length became the 

wrong" (1. 89), the Satanic Achitophel finds it easy to 

present weak arguments that seem strong to a people eager 
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to rebel against the authority of the king. As he tries 

to convince Absalom to accept the popular will and to 

assert h is c lai m to ri ghtf u l success ion , Achitop hel 

subtly transfers false images of kings h ip to Abs alom. 

Absalom, a ccording to Achitophel, is the pillar of the 

state, the light to replace the blotted sun of Charles's 

kingship. Thus stimulated by the attractive lures of 

Achitophel and by his own ambition, Absalom speaks to the 

people and his speech is "colour'd with a smooth pre

tense / Of specious love, and duty to their Prince" 

(11. 745- 46). The crowd, already characterized as 

unstable, readily adopts Absalom and proclaims him 

Messiah, b ut he is a false Messiah. Throughout these 

machinations the speaker assesses Charles II's only flaw 

in the following way: "How Fatall 'tis to be too good a 

king" (1. 812). In the distorted values of the time 

Charles II's virtue becomes a fatal flaw. 

To pres e nt his case for the authority of Charles II's 

kingshi p , Dryden argues that the king is the pillar of the 

sta t e a n d that destructive forces threaten to undermine 

the f ounda tion s of the state. Charles II makes this 

asse rtion in his final speech to his subjects: 

Kings are the publick Pillars of the State, 
Born to sustain and prop the Nations weight. 

(11. 953-54) 



In defiance of this assertion is Achitophel, who shook 

"the Pillars of the publick Safety" (1. 176) a s h e 

"Resolv'd to Ruine or to Ru l e the Sta t e" (1. 17 4) . 
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Achitophel's method of shaking the pi l lars of stat e is to 

play upon the groundless fears aroused by the furor over 

the Popish Plot, even speciously arguing that Charles II 

himself is a Roman Catholic. To convince Absalom to 

assert his claim to the throne, Achitophel calls Absalom 

the people's "cloud y Pillar" ( l. 233), subt l y tran s fe rr i ng 

titles of kingship to Absalom. Ye t eve n in his a ppeal to 

Abs a lom's vanity, Achitophel concede s t ha t Absal om is a 

popular pillar rather than a legal succes sor and tha t h i s 

claim to kingship is al i gned with clouds r ather t han t h e 

sun of legitimate monarchy. Succumbing to Ac h itophel's 

temptation, Absalom also shakes the pillars of state as he 

publicly appeals to the crowd to suppor t his claim to the 

throne. Wond e ring "what Prudent man a setle d Throne 

would shake" (1. 796), the speaker of the poem concludes 

that to change the foundations of the state is the ignob le 

work of rebels: 

If ancient Fabricks nod, and threat to fall, 
To Patch the Flaws, and Buttress up the Wa ll, 
Thus far 'tis Duty, but h e re fix the Mark: 
For all beyond it to touch our Ark. 
To change Foundations, cast the Frame anew, 



Is work for Rebels who base Ends pursue. 
At once Divine and Humane Laws controul; 
And mend the Parts by ruine of the Whole. 

(11. 801-08) 

At the instrument by which the rebellious Achitophel 

intends to shake the foundations of the state, Absalom 
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receives this admonition from his father: "If my Young 

Samson will pretend a Call/ To shake the Column, let him 

share the Fall'' (11. 955-56) .. Thus, Charles II takes 

action against the rebels who threaten to destroy the 

pillar of the state. 

To support the argument that Charles II as king is 

the pillar of the state, the speaker employs the rhetori

cal figure o f sententia , a brief statement of general 

truths. In addition to supporting the authority of 

Charles II, sententiae a lso satirize rebellious tenden

cies. As an epic sat ire, Absalom and Achitophel presents 

the epic struggle of good versus evil, and sententiae aid 

in aligning the forces of Charles II with good and the 

rebellious f orces with evil. The following sententia 

illustrates that the virtue of Charles II's legitimate 

government may undergo a test, but in the end the evil of 

rebellion will be punished: "But Life can never be 

sincerely blest: / Heaven punishes the bad, and proves 

the best" ( 11. 4 3-4 4) . Thus Charles II undergoes a test 
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of his leadership. Another series of sententiae 

criticize plots against the government. The speaker 

recalls the Puritan rebellion and Commonwealth government 

and sardonically concludes that "Plots, true or false, 

are necessary things,/ To rise up Commonwealths and rui n 

Kings" (11. 83-84 ) . Another sententia emphasizes the 

gullibility of the mob. In addition, the speaker employs 

the sente nti a "Fools are more hard to Conquer than 

Perswade" (1. 125) to stress the ease with which a smooth 

speaker can manipulate the mob. Sententiae also show the 

distorted values of a society that emphasizes outward 

show: 

So easie still it proves in Factious Times, 
With publick Zeal to cancel private Crimes; 
How safe is Tre ason, and how sacred ill, 
Where none can sin against the Peoples Will. 

(11. 180-83) 

In such a society treason is a safe rather than a danger

ous activity, private crimes are erased by public zealo

try, and the sanctity of the law gives way to the whims 

of the popular will. Sententiae also characterize the 

treacherous leaders of rebellion. Achitophel, for 

example, perverts his gifts of intelligence and legal 

acume n to incite rebellion: "Great Wits are sure to 

Madness near ally'd; / And thin Partitions do their Bounds 
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divide" (11. 163-64). In the sententia "But wilde 

Ambition loves to slide, not stand;/ And Fortunes Ice 

prefers to Vertues land'' (11. 19 8-99) the di c hotomy of 

"slide" and "stand" and of "Fortunes Ice" and "Vertues 

land" underscores the excesses and instability of the 

treacherous rebels. Similarly, the wild and excessive 

ambition of Absalom is satirized through the sententia 

"What cannot Praise effect in Mighty Minds,/ When 

Flattery Sooths and when Ambition Blinds" (11. 303-04). 

In the concluding sententia of the poem lies the alterna

tive to the excessive ambition and misplaced zealotry 

that threaten to undermine the foundations of the state: 

"Kings are the publick Pillars of the State/ Born to 

sustain and prop the Nations weight" (11. 953-54). 

To show further the threat of rebellion to the 

nation, Dryden employs images of disease, infection , and 

poison and of passion s overheating. Feigning concern for 

the public,opponents of Charles II seek to embroil the 

state. For example, the Popish plot, which the speaker 

says failed because of lack of common sense, is imagined 

as a raging fever that boils the blood and threatens to 

boil over. Rebellious individuals and factions are 

described in terms of overheated passions; Absalom is 

fired with the notion of possessing the crown, the hot 
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Levites pursue their beloved theocracy, and Achitophel 

advises Absalom to manipulate factions while their zeal 

is hot. Yet , b e f o re Absalom succumbs to t h e l u res of 

ambition, he recognizes the absurdity of the challenge 

to David's authority when he says that "If David's 

Rule Jerusalem Displease,/ The Dog-star heats their 

Brains to this Disease" (11. 333-34). Similarly, the 

mindless mob and the Sanhedrin-Parliament are infected 

with public lunacy, and the Levites foment the disease of 

challenge to constitutional authority by making Absalom 

the lure to bring government down to the level of the 

rabble. Finally, the speaker laments that the people 

"in midst of health Imagine a disease" (1. 756 ) as they 

are taken in by the "smooth pretence" (1. 745) and 

"specious love" (1. 746) of Absalom, whom they proclaim 

Messiah. This pernicious and poisonous ambition threatens 

to ruin both church and state. 

To show the threat of this poisonous ambition to the 

welfare of the state, Dryden chooses biblical characters 

whose motives and personalities closely resemble traits 

of the loyalists and of the malcontents and whose names 

would elicit a desired response from the audience. In 

p a ralleling Charles II to David, Dryden selects what 

Ge orge d eF. Lord calls the central myth of 
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seventeenth-century poetry, the story of David in the 

38 Book of Samuel. Having succeeded King Saul, often 

depicted as Cromwell in seventeenth-century poet ry, David 

emerges as a heroic leader and able statesman, but he 

also has flaws arising from strong passions and impetuos-

ity. Similarly, Dryden pictures not only Charles II ' s 

capable leadership but also his flaws of self-indulgence 

and his indulgence and mildness to others, especially to 

his son Monmouth. David's great foe is the satanic 

Achitophel, once David's trusted counselor who turns 

against David and advises Absalom to kill his father. 

From the biblical associations the name of Achitophel 

aroused in the seventeenth-century reader connotations of 

deceit , ambition, falseness, treachery, and rebellion.
39 

The third son of David, Absalom, noted for his beauty, is 

r e presented in the poem by the Duke of Monmouth, illegiti-

mate son ·Of Charles II and Lucy Walter. The description 

in II Samuel of the love of David for Absalom parallels 

Charles's love for Monmouth. Because of this love, Dryden 

has the difficult task o f portraying Absalom so as not to 

offend Charles and at the same time to disparage 

38 deF. Lord, "'Absalom and Achitophel,' 11 p. 177. 

39 Schilling, pp. 178-79. 
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Monmouth's rebellion. 40 The biblical counterpart for 

George Villiers, Second Duke of Buckingham, is Zimri. 

De scr i bed as a "prince of a chief House" in Numbers 2 5 ql 4 

and condemned for his treacherous murder of King Elah in 

I Kings 16.6-20, Zimri is a name that Dryden's contem

poraries associated with restlessness, debauchery, and 

. 41 . . co n spiracy. Like Zimri, Buckingham, one of the 

"Princes of the Land," is a man of excesses and is fully 

capable of treason. The next malcontent, Shimei, is 

shown in II Samuel 16.5-14 as cursing David and casting 

stone s a t him. Like Shimei, Slingsby Bethel, Whig 

sheriff, expresses violent opposition to his king. 

Finally, Corah in Numbers 16 challenges Moses and incites 

other s to rebel against Moses' authority. Similarly, 

Titus Oates arouses furor over the Popish Plot, which 

supposedly had as its goal the rebellion and overthrow of 

Charles II. 

The loyal supporters of Charles II also have biblica l 

parall e ls. For example, Barzillai, described as "a very 

great man" in II Samuel 19.31-39, comes to help King David 

by cond ucting him over the Jordan, by providing for him at 

40 Wellington, P· 10. 

41 Schilling, p. 202. 
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Mahanaim and by remaining loyal during Absalom's rebel

lion. Likewise, James Butler, Duke of Ormonde, r emains 

unswe rvingly loyal to Charle s I I during his e x ile. 

Similarly, in II Samuel 8.17 the p riests Zadok and 

Ahimelech who support and aid David as he executes the 

law and dispenses justice, parallel William Sancroft, 

Archbishop of Canterbury , and Henry Compton, Bishop of 

London. The biblical parallel of Jotham is George Savile, 

Marquis of Halifax . Just as Jotham in Judges 9.7-21 

e loquently questions whether Abimelech should be made 

King of Shechem after Abimelech had slain his brothe r , 

Halifax eloquently questions the wisdom of the exclusion 

bill i n troduced by Shaftesbury. Like Jotham, Hushai 

loyally supports the king. Hushai comes to Absalom and 

says, "God save the king, God save the king" (II Samuel 

16.16) and warns him that Achitophel's counsel is unsound; 

like wise, Laurence Hyde, Earl of Rochester, vigorously 

oppos e s the exclusion bill and serves his king as ambas

s ador and lord of the treasury. Edward Seymour, Speaker 

o f the House of Commons, parallels Ammiel, who in 

I Chronicles 26.5 belongs to a family of gatekeepers in 

the House of the Lord; and John Sheffield, Third Earl of 

Mulgr a v e , parallels Adriel in I Samuel 18.19 and 

II Samuel 21. 8. 
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To cope with the malcontents, Charles II must assert 

himself forcefully, but the initial portrait of Charles II 

presents the flaws in Charles's character. Although the 

king is se r iously compared to the godlike David, Charl e s ' s 

vices are treated lightly and humorously . For example , 

his philandering, treated sardonically in other Restora

tion satires, becomes an emblem of the king 1 s creativity, 

as this description shows: 

Then, Israel's monarch, after Heaven's own heart, 
His vigorous warmth did, variously, impart 
To Wives and Slaves: And, wide as his Command, 
Scatter'd his Maker's Image through the Land. 

( 11. 7-10) 

Another example of a flaw treated lightly is Charles II's 

indulgent and mild nature. Treated heroically in "Astraea 

Redux," Charles II's mercy and mildness become a handicap 

when he indulges his son Monmouth and fails to recognize 

his rebellious nature, conveyed through the images of 

"Warm excesses" and "boyling o'r" (11. 37-38). In his 

initial portrait of Charles II Dryden presents a monarch 

who has difficulty ruling and governing his people, but 

h e excuses this difficulty when he points out that not 

even God Almighty can please such a rebellious people: 

The J e ws, a Headstrong, Moody, Murmuring race, 
As e ver try'd th' extent and stretch of grace; 



God's pamper'd people whom, debauch'd with ease, 
No king could govern, nor no God could please. 

(11. 45-48) 
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The capricious Jews grow restless and wonder "why, so 

long, they had obey'd / An Idoll Monarch which their 

hands had made" (11. 63-64). Thus, Charles II's innate 

mildness and mercy prove inadequate to quell the over

heated passions of the rebellious. 

The initial portrait of Charles II's mildness and 

mercy is complemented by Absalorn's first speech. 

Absalom's spee ch is actually a panegyric praising in 

Charles the cardinal virtues of justice , mercy, and 

temperance. His ambition having been stirred by 

Achitophel, Absalom nonetheless recognizes Charles II's 

legitimate and divine right to rule: 

And what Pretence have I 
To take up Arms for Publick Liberty? 
My Father Governs with unquestion'd Right; 
The Faiths Defender, and Mankinds Delight: 
Good, Gracious, Just, observant of the Laws; 
And Heav'n by Wonders has Espous'd his Cause. 
Whom has he Wrong'd in all his Peaceful Reign? 
Who sues for Justice to his Throne in Vain? 
What Millions has he Pardon'd of his Foes, 
Whom Just Revenge did to his Wrath expose! 
Mi ld , Ea sy, Humble, Studious of our Good; 
Enclin'd to Mercy, and averse from Blood. 

(11. 315-26) 

Absalom ' s portrait of his father is a picture of an ideal 

prince, merciful to his subjects, solicitous of their 
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welfare, sensitive to their pleas for justice. If, 

reasons Absalom, David's mildness ill suits the capricious 

t emperament o f the Jews, David is guilty of t h e "crime !! 

(1. 328) of mildness, which is a god like quali ty. He, 

furthermore, concedes that to rebel against such a godlike 

prince would be to "run Popularly Mad" (1. 336) and there

fore would be sheer folly. 

This complimentary portrait of Charles II changes 

drastically in Absalom's second speech, but the imagery 

preceding the speech discounts the portrait that follows. 

Absalom is "deluded" (1. 683) and "Fir ' d with near pos

session of a Crown" (1. 685). As he speaks, he bows 

"popula rly low" (1. 689), and he "glides unfelt into their 

s e cret hearts" (1. 693). Thus, Absalom takes on the 

qualities of the satanic Achitophel; just as Achitophel 

"sheds his Venome" in his speech to Absalom, Absalom 

venomously and diabolically insinuates himself into the 

hearts of his countrymen. Eliciting the audience's 

sympathy for his being banished and his being cut off 

from inheriti ng the throne, Absalom proceeds to disparage 

his father : 

My Father, whom wit~ reverence yet~ name, 
Charm'd into Ease, is careless of his Fame: 
And, brib'd with petty summs of Forreign Gold, 
rs Grown in Bathsheba's Embraces old: 
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Exalts his Enemies, his Freinds [sic] destroys: 
And all his pow'r against himself employs. 

(11. 707-12) 

The king's authority, Absalom claims , is severely miti

gated by his dalliance with France and French mistresses . 

In addition, Absalom presents the merciful and just David 

of his first speech as a king who neglects the rights of 

his subjects, allows Egypt-France and Tyrus-Holland to 

overwhelm trade, and permits the Jebusite-Catholics to 

displace the sacred rites of the country. Absalom's 

appeal pleases the crowd, who feel that the king 

oppress e s them . 

Just a s Absalom's speeches characterize David

Charles, the two speeches of Achitophel contribute to the 

portrait of Charles. To convince Absalom that he must 

seize the opportunity when Fortune provides it, Achitophel 

uses the example of David himself, who emerged from exile 

when Fortune called him to be king. Achitophel advises 

Absalom to follow the example of David, who as a young 

man s e ized Fortune, rather than to follow the example of 

David in "Declining Age" (1. 267). Using images of light 

diminishing, Achitophel shows that the sun of David's 

kingship is d i mmed by the monarch's fading power and 

autho r ity; Achitophel directs Absalom to "Behold him 

setting in his western Skies,/ The Shadows lengthning as 
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the Vapours rise" (11. 268-69). David, according to 

Achitophel, is not the authoritative figure that he was o n 

J o rdan 's sand s, and his b lessed r esto ra t ion h a s b e c ome a 

"Curst Return" (1. 276). In his second speech Achitophel , 

criticizing David for his lack of manly force, tells 

Absalom that it is "Not that your Father's Mildness I 

contemn; / But Manly Force becomes the Diadem'' (11. 380-

81). Ironically, in his argument that Absalom should 

become the champion of the public will, Achitophel lam-

basts David fo r catering to the public will. In anothe r 

specious bit of logic Achitophel, who has just claimed 

that David too readily indulges the people, now claims 

that the king neglects the people's desires and that , the 

people therefore should overthrow him: "But when should 

People str i ve their Bonds to break,/ If not when kings 

ar e Negligent or Weak" (1. 388)? In his final appeal to 

Absalom's vanity and ambition Achitophel maligns the god

like David, who he says disinherits his own son and gives 

him a lega cy of barren land. Yet Achitophel subtly dis

miss e s from his argument that it is the king's brother, 

n o t Ab s alom, who is rightful heir to the throne. Finally, 

Ach i toph e l coaches Absalom to do the impossible: to commit 

a "ple asing Rape" (1. 444) upon the crown. 
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Just as Marvell's Last Instructions uses the portrai t 

character as satiric device, Dryden's Absalorn and 

Achitophe l develops both satiric and heroic portraits to 

separate the malcontents and the loyalists. 'I10 develop 

his portraits, Dryden uses biblical allusions, contrasts 

of characters, imagery, and diction to accomplish the 

objective of aligning the forces of David with good and 

the forces of Absalom and Achitophel with evil. Dryden's 

technique of giving both strengths and weaknesses of the 

malcontents shows his fairness; yet having complimented 

each rebel, Dryden negates the compliment by showing the 

rebel's perversion of his good qualities. Finally, Dryden 

uses specific rhetorical techniques to condemn the mal-

contents: ironic . juxtaposition, ironic anticlimax, and 

balanced and parallel constructions. 

Biblical allusions aid in creating portraits of the 

opponents of Charles II. Through biblical allusion 

Achitophel assumes the role of Satan. In Dryden's 

description of Achitophel the rhyme of the final words i n 

lines 150-51, "first" and "curst," identifies Achitophel 

. ..42 . k 
with Satan since Sa tan was the "first curst. Lie 

Satan , who tempts Eve and Christ, Achitophel tempts 

42 Ramsey, p. 121. 
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Absalom, who is ironically compared to Christ. Biblical 

allusions associate Absalom with Christ; he is, for 

example, called "their second Mo s es " (1. 23 4 ) and 

"Saviour" (1. 24 0). Furthermore, Achitophel's temptation 

of Absalom is analogous to Satan's t emptation of Christ ~ 

After his long speech praising David, Absalom vacillates 

and ambitiously considers why he has been "scanted by a 

niggard birth"; lacki n g the humility of Christ and His 

ability to withstand temptation, Absalom proves a weak a nd 

false Messiah. He, in fact, takes on the satanic quali-

ties o f Achitophel as he diabolically glides into the 

h earts o f his hearers. Other allusions associate Absalom 

with Adam . Like Adam's temptation by the serpent and his 

subs equ ent fall, Absalom's temptation by Achitophel leads 

. l . 43 to his fal from virtue. Shimei and Corah are also 

characteriz ed throug h biblical allusions used ironically. 

That Shimei "was always in the midst of them" ( 1. 6 0 3) 

when "two or three were gather'd to declaim/ Against the 

Monarch of Jerusalem" (11. 601-02) is an ironic allusion 

to Christ ' s promise to be present when two or three are 

gathered i n His name. Rather than remembering the Sabbath 

43 Bruce Ki ng, "Absalom and Achitophe l: A Reevalua
tion," in Dryden's Mind and Art, ed. Bruce King (New York: 
Barnes and Noble, Inc., 1969), p. 67. 
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to keep it holy, Shimei never breaks the Sabbath, except 

for gain, the biblical allusion showing Shimei's worship 

of money. Taking Christ's c ommand to 1'love thy neighbo r 

as thyself," the narrator indicates that Shime i "lov 'd 

his wicked Neighbour as himself" (1. 600), providing 

insight into the kind of company Shimei keeps. Corah's 

character is also enhanced by biblical allusions used 

ironically. Corah is ironically equated with Moses and 

with the Levites. When the narrator commands Corah to 

"Erect thy self thou Monumental Brass" ( 1. 6 3 3), he is 

alluding to Moses's making a brass serpent to save the 

Jews, but Corah's method of saving his people is through 

his misguided and monumental lies. 44 Corah is among the 

Levites, a learned caste who were in charge of the 

services of the tabernacle; in the distorted values of the 

times Corah is ironically equated with the Levites and 

. 45 deemed "Godalmightys Gentleman" (1. 645). In the Bible 

prophet s are inspired by the Holy Spirit, but "the Spirit 

caught Corah up, the Lord knows where" (1. 657). Ironic 

allusions serve to debase the motives and characters of 

those who opposed Charles II. 

44 Schilling, p. 212. 

45 Schilling, pp. 212-13. 



222 

Throughout Absalom and Achitophel Dryden contrasts 

the opponents and supporters of Charles II~ Bruce King 

define s this contrast in the following ma n ner: 

Absalom and Achitophel is organized around a 
contrast between two ways of life. Extrava
gance, restlessness, ambition, pride, 
intolerance, and zeal are contrasted with 
moderation, order, tolerance, patience, 
humility, and forgiveness. The destructive is 
contrasted with the fruitful; the disturbers 
of society contrasted with the socially useful; 
cupidity contrasted with charity; evil con
trasted with good.46 

Supporting King's assertion is the narrator's general 

description of the malcontents and the loyalists. Whereas 

the "small but fa ithful band" (1. 914) of loyalists tried 

to quell "th' united Fury of the Land" (1. 916) and thus 

preserve the country, the malcontents seek "t' embroil the 

State" (1. 501). "
1 Ga inst Form and Order" ( 1. 5 31) , the 

malcontents find "Nothing to Build a nd all things to 

Destroy" (1. 532); in contrast, the loyalists desire the 

preservation of authority and order. Unlike the malcon

tents, who "think too little and talk too much" (1. 534) 

and rely on inflamed passions, the loyalists are guided 

by reason , and "their Passion [is[ coold" (1. 903). 

46 . 66 King, p. . 
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Individuals within the two groups are also con

trasted. Just as biblical allusions associate Achitophel 

wi th Satan, David is aligne d with God; he is, for example, 

a man "after Heaven's own hea r t" (1. 7). Achitophe l is 

also contrasted with Barzillai and Jotham. The repet i tion 

of "honor" in the description of Barzillai contrasts with 

the repetition of "false" in the description of 

Achitophel. Both Barzillai's creativity, as shown by his 

"Fruitful Issue," and David's creativity in begetting the 

h a ndsome Absalom contrast with Achitophel's lack of 

c r e a tivity, as shown by the "shapeless Lump" (1. 172) he 

prod uce s. Whereas Barzillai withstands the floods of 

r e b e llion, Achitophel seeks the storms of dissent. In 

contra st to Jotham' s "piercing wit" ( 1. 8 8 2) and his pro

ductive use of his talents are Achitophel's "Turbulent" 

(1. 153) wit and his destructive use of his gifts. Unlike 

Barzillai, who uses his wealth wisely and who appreciates 

the arts, Zimri squanders his wealth and dabbles in such 

a vari e ty o f arts or pseudo arts that he becomes master of 

none. To Hushai's "frugal care [to supply] the wanting 

Throne " ( 1 . 892) is contrasted Shimei's gathering of 

wea lth for his own private use. Finally, Amiel's "ancient 

r a c e b y birth" (1. 900) and his noble instincts contrast 

with Corah's base birth and base instincts. 



22 4 

Imagery supports the contras t of the loyalists and 

malcontents. Antithetical images of creativity a nd decay 

and fertilit y and bar renness char a cterize the l eaders o f 

47 the t wo groups. David is creative a s h e " Sc a tte r' d h i s 

Maker's Image through the land" (1. 10) whereas 

Achitophel's "fiery soul. . I Fretted the Pygmy Body 

to d ecay" (11. 156-57). David is prolific whereas 

Achitophel produces only one son, "A shapeless lump" 

(1. 17 2 ). Another image of decay that aids in defining 

t he cha racter of Achitophel is the image of rank soil so 

overground with weed s that "the Noble seed" (1. 195) is 

choked out. Rel a ted to images of decay are images of 

dis to r t ed s hape s such as "crooked" and "Pygmy Body" that 

de scribe Achitophel's outward appearance and symbolize 

h i s inner b e ing. Similarly, those loyal to Charles II 

ar e a ssoci a ted with the sun, the brightness and glory of 

l e g i timate kingship, and those who oppose Charles II are 

associ a t e d with the inconstant moon and r e be l lion against 

l egi t i ma t e authority. 

Beside s a id ing the contrast between t he two groups, 

ima g ery h a s a the mat i c function. Images o f t he mental 

47 Ea rl Miner "Some Characteristics o f Dryden's Us e 
o f Metapho r ," in o ~yden : A Colle ct i on of Critical Ess a y s , 
ed . Be rnard Sc hilling (Englewood Cli f fs, N.J.: Pre n t ice -
Ha l l , Inc., 1963), p. 120. 
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processes help explain the motives for rebellion; the 

malcontents allow their imaginations to become inflamed, 

and they become restless ~nd turn to destructive ends. 4 8 

Their desire to "embroil the state 11 provides a key source 

of imagery; turbulence, confusion, storminess, and 

restlessness dominate their portraits. The image of a 

ship on turbulent waters describes Achitophel. "A daring 

Pilot" (1. 159), Achitophel is most content when the waves 

are high. Moreover, he seeks the storms, and his wreck-

l essness lead s h im to steer dangerously near the sands. 

In contrast, Jotham remai n s steadfast i n publ ic storms. 

Th e image of turbulent waters is related to the turbulence 

of Achitophel's wit, and his impatience and restlessness 

are channeled i nt o destructive outlets. A second image 

of an overactive mind is the image of fire and heat. 

Absalom's "warm excesses" and his "boyling o'r" fore

shad ow his fai lure to resist Achitophel's temptation, 

having become "Fir'd with near possession of a Crown" 

(1. 685). Other images of fire and heat reveal the 

inflamed mind s of the malcontents. For example, Achitophel 

h as a " fiery soul" (1. 156) and Shimei's "Brains were hot" 

(1. 621). In contrast to the fiery malcontents is the 

48 . 66 King, p. . 
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coolness of Charles's supporters, who are guided by 

reason. The loyalists are, moreover , ''Pil lars of the 

Laws'' (1. 874) who ~ttempt to stem the turbulence of t h e 

malcontents. 

Specific rhetorical devices aid in contrasting the 

loyalists and the malcontents: ironic juxtaposition, 

ironic anticlimax, and balanced and parallel construe-

tions. Both ironic juxtaposition and ironic anticlimax 

develop the portraits of th~ malcontents. Dryden fie

quently jux taposes words or phrases for ironic effect. 

The juxtaposition of "rayling" and "prai sing " (1. 555) in 

Zimri's portrait stresses his inconsistency. Similarly, 

the ironic juxtaposition of "Chymist, Fidler, States -man, 

and Buff oon" (1. 550) affirms the narrator's judgment that 

z imr i is "not one, but all Mankinds Epitome" ( 1. 5 4 6) . 

Ironic jux taposition also portrays Shimei. The juxta

position of " Zea l to God" and "Hatred to his King" (1. 586) 

implies the distorted sense of values of one who claims 

loyalty to God in one breath and expresses hatred in the 

next . Also conveying Shimei's distorted sense of values 

is the juxtaposition of "Cheat" and "Pray" ( 1. 592), two 

methods b y which Shimei selfishly heaps up wealth. 

Finally, the contrast of "pious" and "Hate" (1. 593) shows 

not only Shimei's false values but also the perverted 
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values of the Jews who reward him for his hatred of the 

king. Ironic anticlimax also characterizes Zimri and 

Shimei. Presented with the idea that Zimri is "Stiff in 

Opinions," the audience expects further proof of Zimri's 

steadfastness; he is, however, supplied with the sur

prising idea that Zimri is "Stiff in Opinions, always 

in the wrong," that he "was every thing by starts, and 

nothing long" (11. 547-48). Likewise, the portrait of 

Shimei more than the portraits of other rebels is 

developed by the ironic anticlimax. The illusion of 

Shimei' s righteousness in "And never broke the Sabbath" 

is shattered by the addition of "but for Gain" (1. 588). 

"Nor ever was he known an Oath to Vent/ Or Curse" 

(11. 589-90) arouses the conviction that Shimei is morally 

upright, but again the illusion is destroyed when the line 

is joined with "unles s against the Government." A final 

example o f ironic anticlimax adds to the portrait of a 

misguided religious zealot and the picture of a corrupt 

public o fficia l. In line 595, "His Hand a Vare of Justice 

did uphold ," the image of Shimei nobly upholding justice 

is reversed with the next line, which indicates his real 

motive , love of money: 

of Gold." 

"His Neck was loaded with a Chain 
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Balanced and parallel constructions help to define 

character traits in both malcontent and loyalist. The use 

of isocolon, repeating phrases of the same l e ngth and 

similar structure, and compar, paralleling two clauses 

of the same length, intensifies particular character 

traits. For example, the positive qualities of Absalom 

are heightened by the balance of adjectives and the cor

responding constructions in "So Beautifull, so Brave" 

(1. 18) and "Not Stain'd with Cruelty, nor puft with 

Pride" (1. 480), and the corruption of his motives and 

character are likewise underscored by parallel construc

tions in "too Covetous of Fame,/ Too full of Angells 

metal in his Frame" (11. 309-10) and "Drunk with Honour, 

and Debauch'd with Praise" (1. 312). David's final judg

ment of Absalom's role in the conspiracy is emphasized by 

the us e of isocolon in "The Peoples Brave, the Politicians 

Tool" (1. 967). While the balanced constructions in 

"Swi f t of Dispatch, and easie of Access" ( l. 191) show 

Achitophel's strengths as a judge, the narrator more often 

uses balanced and parallel structure to stress elements in 

Achitophel's character that lead to his corruption, as in 

"Restless , unfixt in Principles and Place;/ In Power 

unpleas I d, impatient of Disgrace" ( 11. 154-55), "Bankrupt 

of Life, Yet Prodigal of Ease" (1. 168) and "in Friendship 
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False, Implacable in Hate" (1. 173). In addition, the us e 

of isocolon and comp~r provides insight into Achitophel's 

motives for rebellion: "But Fortunes Ice prefers to 

Vert ue s Land 11 
( 1. 19 9) and his desire for "a 1 aw f u 11 Fame 

and lazy Happiness" (1. 201). The three parallel gerunds , 

11 Painting, Rhiming, Drinking (1. 551} describe the varied 

interests of Zimri and progress from the noble pursuit of 

painting to the lesser art of rhyming (as opposed to the 

serious art of writing poetry) and finally to the vulgar 

pastime of drinking. Similarly, the juxtaposition of the 

gerunds "rayling" and "praising" (1. 555} and the obvious 

contrast of "over Violent, or over Civil" (1. 557) success

fully depict Zimri as "Not one, but all Mankinds Epitome" 

(1. 546). Again in the character of Shimei parallel noun 

p hrases, "Zeal to God" and "Hatred to his King" ( 1. 5 8 6) , 

are ironically juxtaposed to convey the emptiness of 

Shimei's religious convictions. 

Just as balanced and parallel constructions convey 

the flaws of Charles II's opponents, these constructions 

heighten the virtuous qualities of Charles II's loyal sup-

porters. The i socolon in "crown'd with Honour and with 

Years 11 ( 1. 818} and in "the Fighting warriour, and 

Record ing Muse" (1. 828) stresses the dignity, maturity, 

and versatility of Barzillai. Similarly, t h e parallel 

f 11 · li'nes underscore the loyalty verb forms in the o owing 



23 0 

of Barzillai during the king's exile: "In Exile with h i s 

Godlike Prince he Mourn'd; / For him he Suffer'd, and 

with him Returnd" (11. 823-24) ~ The para lle l c on s t ruc 

tions of "Indew'd by nature, and by learning taught" 

(1. 883) also emphasize Jotham's use of his persuasive 

gifts for the cause of the king. Finally, the parallel 

constructions in "Their reason guided and their Passion 

coold" (1. 903) emphasize Amiel's guidance of the volatile 

Sanhedrin. 

Until the end of the poem Charles II does not speak 

directly. Instead, he has been pictured through descrip 

tion and through the speeches of Absalom and Achitophe l. 

These passages stress Charles's mildness, mercy, and lack 

of manly force, attributes which prove ineffectual in 

dealing with rebellious factions. In his final speech, 

therefore, Charles II recognizes that his mildness hinders 

his capacity to rule, and he forcefully asserts his 

authority. Regretting that he must draw the sword of 

justice and overcome his native mercy, the king begins 

his spe ech to his subjects by admitting his flaws: 

Thus long have I, by native mercy sway'd, 
My wrongs dissembl'd, my revenge_delay'd: 
So willing to forgive th' Offending Age, 
So much the Father did the King asswage. 

( 11. 939-42) 
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Asserting that a monarch's purpose is to rule and that 

"heaped affronts" (1. 951) are "burthens for a Camel, not 

a King" (1. 952), David-Charles deals directly with the 

rebellious malcontents. First, Absalom must share in t he 

punishment and fall of the rebels for his role in shaking 

the pillar of state although he wishes that Absalom would 

repent and he recognizes that Achitophel used Absalom to 

further his own political ambitions. Next, he chastises 

the Sanhedrin-Parliament for attempting to impose an heir 

upon the throne when it lacked the legal authority to take 

such a step. The king reasons that "Without my Leave a 

future King to Choose,/ Infers a Right the Present to 

Depose" (1. 980). Against plots and treason the king 

attempts to guard "the Small remains of Royalty" (1. 990). 

Having directly addressed the malcontents, David-Charles II 

reasserts the duties of the ideal king: upholding the law, 

defending the rights of his subjects, and preserving 

social order. These ideals of kingship having been force

fully reiterated, Charles II is restored, "And willing 

Nations Knew their Lawfull Lord" (1. 1031). 

In their major Restoration satires Marvell and Dryden 

share a similar concern: the demise of the authority of 

the king. To Marvell, Charles II's authority is under

mine d by sycophantic, self-serving courtiers. To Dryden 
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Charles II's authority is threatened by malcontents who 

wish to displace the king's authority with the popular 

will. Both satirists call for Char le s II to assert hi s 

leadership . Marvell's The Last Instructions to a Painter 

pleads with Charles II to rescue "our Lady State" from 

public disgrace by choosing noble and heroic advisors. 

Dryden's Absalom and Achitophel advises Charles II to 

overcome his natural tendency toward mildness and forgive

ness and to assert forceful leadership in the face of 

rebellion. Through similar rhetorical techniques and 

strategies these two leading Restoration satirists present 

their views of Charles II's leadership. 

Both Marvell and Dryden create a picture of England's 

deterioration of values. In Marvell's satire sexual 

depravity and perversion and sexual impotence become a 

metaphor for the disturbed and troubled relationships of 

"our Lady State." This central metaphor is supported by 

animal imagery that shows a demise from the spiritual to 

the anirnalistic and by images of sickness, darkness, and 

sterility that show a corrosion of the moral fiber of the 

nation. To present a portrait of the overall deteriora

tion of Engl a nd's glory, Marvell employs the Theophrastan 

portrait character to distinguish between the heroic few 

and the general corruption of the court. In the portrai t s 
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biblical allusion, irony, antithesis, and mock epic con

vey the difference between England's past glory and 

present shame. Marvell's favorite rhet~r i cal devices o f 

repetition are oolyototon, ploce, and anaDhora. Through 

devices of repetition Marvell achieves a unity of 

structure by his recurrent insistence that England's 

heroic past has diminished to a shameful present. At the 

core of this loss of national esteem is Charles II's 

failure to deal effectively with Parliament and with the 

Dutch war and his failure to select honest and worthy 

advisors. The king, according to Marvell, must exercise 

his authority in these matters if the reputation of "our 

Lady Sta te" is to be restored to respectability. 

Like Marvell, Dryden depicts two opposing groups, one 

heroic and loyal to the king and one base and openly 

antagonistic to the king's authority. Dryden's satire 

achieves unity through his central metaphor of biblica l 

history and through his central argument that the king is 

the p i l l ar of state. Dryden's troubled England is a l so 

described in terms of disease, infection, and inflamed 

passions, but it is Charles's cool reason and authorita

tive manner that restore England to a state of health. 

Like Marvell, Dryden uses ironic biblical allusion, ironic 

juxtaposition, and ironic anticlimax to create a 
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discrepancy between the ideal world of heroic virtue a nd 

the real world of political rebellion. Dryden's most com

monly employed rhetorical devices are sententiae and 

balanced and parallel constructions such as isocolon and 

compar. The use of sententiae especially conveys a sens e 

of moral piety and authority . Through these devices 

Dryden makes an effective appeal to Charle s II and to his 

seventeen~-century audience to preserve authority and 

social order rather than descend into anarchy. 



CHAPTER V 

CONCLUSION 

The two leading satirists of the Restoration, John 

Dryden and Andrew Marvell, both began their po l iti c al 

careers in the service of Oliver Cromwell, and both 

praised his heroic leadership. With the restoration of 

Charles II in 1660, however, the two poets' perceptions of 

political leadership and heroism diverged. Whereas 

Ma rvell satirizes the court of Charles II and praises the 

lone heroic voice ra ised against corruption and devoted to 

the welfare of the country, Dryden praises the preserva

tion of the monarchy and steadfastly supports the kingship 

of Charles II. Their Restoration and pre-Restoration 

panegyrics reveal Dryden's and Marvell's perceptions of 

political heroism and provide a background for their 

heroic and satiric political portraits during the Restora-

tion period. 

The Restoration satires of Dryden and Marvell rise 

above the works of other satires during the period. Yet 

the works of other Restoration satirists share common 

themes and techniques. Marvell's works share the Restora

tion satirists' concern with Charles II's relationship to 
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Parliament, the general debauchery of his court, and his 

handling of the Dutch war. Another tendency that Marvell 

shares is the propensity to blame Charles II indirectly 

by satirizing his advisors. To warn Charles II of the 

dangers of corrupt, self-serving courtiers, Restoration 

satirists frequently employ the image of vermin devouring 

and infesting the nation. To depict the deterioration of 

moral values, the satirists of the period use images of 

sexual perversity and poke fun at the king's numerous 

sexual liaisons. To overcome the moral threat to the 

nation, these satirists hold up an heroic ideal for 

Charles II to embrace, and they contrast the heroic and 

satiric through portrait characters. Like other Restora

tion satirists, Dryden and Marvell blend various genres. 

This blending of genres reflects the neoclassical view of 

satire as being derived from the Roman word "satura," 

mean i ng full and varied. Furthermore, both satirists 

reject the conce pt of the wild malcontent satirist 

haranging against vice and prefer instead the voice of 

the rational man presenting a reasoned argument. 

This concept of satire lifts Dryden and Marvell above 

other satirists of the period. In addition, their atten-

tion to form makes the satires of Dryden and Marvell 

superior to the shapeless invective or diatribe of much 



237 

Restoration satire. Dryden's shaping of his material has 

been critically applauded, but Marvell's achievement as 

satirist has been underestimated. Rather than sha pe less 

invective, Marvell's The Last Instruct i ons to a Painter 

shares with Absalom and Achitophel a careful attention to 

form and structure. Marvell achieves unity in his satire 

through conventional form, repetitive form, and qualita-

t . . 1 ive progression. Marvell uses the specific form of 

the advice-to-a-painter poems, which in the Restoration 

period deve l oped certain conventions: an introduction 

instructi n g a painter to paint a specific scene, t h e 

poe t 's discussion of specific scenes with the painter, a n d 

a concluding section usually addressed to the king him-

self. Just as the painter conventions structure the poem, 

repetitive form also creates a structural motif that 

unifies the poem. Running throughout the poem is a 

repetition of key images: images of sexual perversity, 

animal images, and images of sickness and disease. These 

images underscore Marvell's theme that the Golden Age of 

Cha rles II ' s restoration had become tarnished and that 

1 Ke nneth Burke, "The Nature of Form" in Contemporary 
Rhetoric: A Conceptual Background with Readings, ed .. 
w. Ross winterowd (New YorK: Harcourt, Brace, Jovanovich, 
Inc., 1975), p. 184. 
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values had deteriorated. Qualitative form also uni f ies 

the p oem and aids in creating a heroic perspective by 

juxtaposing examples of corruption with instances of 

heroism, satiric portraits with heroic portraits, instances 

of cowardice with examples of bravery, and images of p e r

versity, darkness, disease, and animalism with purity, 

light, health, and spiritualism. Through conventional 

f orm, repetitive form, and qualitative form The Last 

Instructions toa Painter achieves unity, and structure 

aids in achieving the rhetorical purpose of persuading 

Charles II to become a model of heroic virtue. 

Four traditions underlie the heroic and satiric por 

t rait s created by Dryden and Marvell: epideictic oratory, 

the epic or heroic tradition, the Theophrastan character, 

and the traditional association of poetry and painting 

that resulted in the advice-to-a-painter poems of the mid

seventeenth century. Both the satires and panegyrics of 

Dryde n a nd Marvell are indebted to the trad i tions of 

ep i deicti c oratory, the rhetoric of praise and blame. A 

cent ra l aim of epideictic oratory as recommended by clas

sical rhetor i cians is providing a pattern of virtue 

through praise. Thus, Marvell in his poems of praise sets 

f orth Cromwell's idea l role of calming the troubled waters 

of the commonwealth, and Dryden in his panegyrics sets 
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forth Charles II's ideal role of restoring harmony after 

a time of rebellion. The aim of providing a pattern of 

vi rtue t hrough praise is also evident in the satires. In 

The Last I nstruct i ons t o a Painter Marvell holds up as a n 

ideal the king who selects honest and worthy advisors, and 

he sets forth an ideal heroic perspective by selecting 

examples of honest and courageous men. In Absalom and 

Achitophel Dryden's ideal king, after overcoming personal 

weaknesses, deals directly and forcefully with opposing 

forces and thus quells rebellion. In addition, the 

tripartite structure o f the epide i ctic oration, proem, 

narration , and epilogue, is evident in three of the poems 

of praise, "Astraea Redux," "Heroique Stanzas to the 

Glorious Memory of Oliver Cromwell," and "A Poem on the 

Death o f o. C." In addition, the traditional topics of 

praise, especially the four cardinal virtues of justice, 

temperance, courage, and praise, appear in all the poems 

of praise. The poems of praise employ the panegyrical 

topos o f outdoing to amplify qualities of the hero by com

p aring him with heroes of the past. Dryden and Marvell 

compare Cromwell and Charles II with the biblical or 

classical hero that best exemplifies the heroic quality 

they are stressing at that particular historic moment. In 

"An Horatian Ode Upon Cromwel's Return from Ireland" 
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Marvell compares Cromwell with Christ as Cromwell emerge s 

from the Edenic state of his garden to ass ume the scars 

of t h e Civil Wa r, with Amphion in " The First Annive r sary 

of the Government Under O. C." as he creatively constructs 

a new government, and with Joshua in "A Poem on the Death 

of 0. C." as Cromwell fills Joshua's role of soldier, 

leader, and type of Christ. Likewise, in "Astraea Redux" 

Dryden compares Charles II with both classical and 

biblical heroes: Charles II is Astraea a s both represent 

a return to justice and imperial power, and he is Chris t 

a s both s uf f ered e x ile and both soften ed the rigid letter 

of the law. In "To His Sacred Majesty, a Panegyrick on 

His Coronation " Charles II is Noah , who survived the 

floo d , and he is God the father in his paternal, authori

tative, and protective role to the people of England. 

A second tradition that underlies both the satiric 

and heroic portraits is the epic or heroic tradition. The 

e p i c a ims of glorifying the government, instructing 

princes , and inspiring the support of the people are aims 

no t only in the panegyrics but also in the heroic satires . 

The a im o f Absalom and Achitophel is to gain support for 

the mona r c hy a gainst the proponents of the exclusion bill 

a nd to inst r uct Charles II to overcome his innate mildness 

i n o rder to deal with the malcontents. Similarly, Marvel l 
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in The Last Instructions to a Painter instructs Charles II 

to select worthy advisors so that the government can 

regain its former glory. Other ep ic conventions inc lude 

allusions to epic heroes such as Aeneas, epic battles such 

as t he battle against excise in The Last Instructions to a 

Painter, examples of heroism against overwhelming odds , 

and the epic struggle of good versus evil in both satires. 

A third tradition that underlies the heroic and 

s atiric portraits by Dryden and Marvell is the Theo

phrastan character. Just as Theophrastus portrays a 

representative type, Marvell creates contrasting portrai ts 

of what might be termed the Self-serving Courtier and the 

Patriot i c Loyalist; similarly, Dryden depicts the 

Ambit ious Rebel and the Loyal Patriot. Whereas Theo

phras tus port rays only the base or reprehen~ible type, 

both Dr y de n and Marvell incorporate heroic and virtuous 

portraits in their satires. Following the lea d of Jos eph 

Hall, Thomas Overbury, and John Earle, Dryden and Marvell 

depict not only physical qualities but also behavior and 

motives. That Dryden and Marvell incorporate the portrait 

character into a larger work and make it a part of the 

overall design of the poem sets them apart from earlier 

writers of characters. 
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A final influence upon Dryden and Marvell is the 

genre of the painter poems. This genre was derived from 

t h e traditional association of poetry and pai n t i~g, a n 

idea found in Aristotle, Horace, and Plutarch. These 

classical writers see poetry as a speaking picture. Both 

Dryden and Marvell attempt to picture the actions of thei r 

heroes by selecting a striking and memorable image to con

vey a heroic quality. For example, the striking image in 

"The Horatian Ode" of Cromwell as the three-forked 

lightning conveys the forcefulness and the supernatural 

strength that make Cromwell superior to the ineffectual 

Charles I , and the image in "To His Sacred Majesty" of 

Charles II drying up the floods of rebellion underscores 

the mythic dimensions of Charles II's heroic portrait. 

The traditional association of poetry and painting influ

enced the Restoration adivce-to-a-painter poems, which 

b egan with Edmund Waller's heroic presentation of 

Char les II's handling of the Dutch war in Instructions to 

a Painter. The aim of Dryden and Marvell in their 

sati re s is to paint a large-scale portrait of both his

torical events and persons. Marvell, for example, paints 

the ignomi nious scene of naval defeat at Sheerness and 

Chatham, especially using pictorial details in his 

description o f De Ruyter's voyage up the Thames; and he 
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instructs a painter to paint portraits of both the country 

and court parties. While Dryden drops the convention of 

giving advice to a painter, his c entral conce r n is to 

create a historical portrait of rebellion against author 

ity, and t o that end he paints portraits of both loyali sts 

and rebels. That he has the poet-painter analogy in mind 

is evident in the motto from Horace, which begins his 

poem: "Si propius stes, Te capiet Magis" (If you stand 

closer, it will capture you more). Thus, Dryden i nvi tes 

his a udience to study closely his poetic portrait of 

rebellion. 

Rhetorical devices aid in portraying Cromwell and 

Charles II. The analogy is a recurring technique of argu

ment. Through analogy Cromwell becomes the three-forked 

lightning and- the potent flame that cannot be contained 

or bound and the divinely inspired musician and master 

architect who creatively constructs a commonwealth 

government . Through analogy Charles II becomes the sun 

that thaws the prohibitive frost of Cromwell's usurping 

power and dries up the flood of rebellion and the pillar 

of state who must defend against forces that undermine the 

foundations of state. A second rhetorical strategy is the 

network of classical and biblical allusions that define 

the roles of Cromwell and of Charles II. Allusions to 
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both classical and biblical heroes underscore the bravery, 

the strength of character in a dversity, and the redemptive 

roles of both leaders in saving England from chaos. I n 

the satires both biblical and classical allusions are 

often used ironically to contrast the skillful and heroic 

wi th the incompetent and cowardly. A third rhetorical 

device is the recurrence of images. Recurring images in 

the portrait of Cromwell stress his vigorous activity and 

show Cromwell as the lightning that bursts through the 

clouds and the Cromwell that runs energetically to achieve 

the work of ages in one year. In the two elegies upon 

Cromwell, " Heroique Stan zas" a nd "A Poem on the Death of 

O. C.," the images of jewels, riches, and precious 

materia ls convey the achievement of Cromwell in restoring 

England to glory and national prestige. The dominant 

images tha t define Charles II's heroism are the images 

o f warmth and sunshine as he quells the fires of sedition 

and rebelli on and the image of springtime which displaces 

images of storms and floods. In the satires images of 

creativity and sterility, sexual purity and sexual per

versity , and light and da r k separate the heroic from the 

base . other rhetorical techniques aid in presenting 

Cromwel l and Charles II. For example, the logical or 

metaphorical proposition aids in Marvell's argument for 
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acceptance of Cromwell's forced power, and the dichotomy 

o f earthly and he a venly helps to p resent Marvell 1 s argu

ment that Cromwell' s virtues transcen d time a nd s pac e . 

Paradox, zeugma, antithesis, and ironic juxtaposi t ion s how 

t h e dete r ioration of values in Restoration England, the 

contrast between present shame and past glory , and the 

d i screpancy between outward appearance and inward empti-

ness. Similarly, sententiae contrast the heroic and the 

nonheroic, the virtuous and the base. Through devices of 

repet i tion such as polyptoton, oloce, and anaph ora Marve ll 

achieve s a unified eff e ct by his recurrent theme that 

En g l and's heroic past has been red uced to an ignominious 

p r e sent . Th r ough balanced a nd para llel const r uctions such 

as isocolon and compar Dryden separates the ideal world of 

heroic virtue from the real world of political rebellion. 

The rhetorical devices of Dryden and Marvell are not used 

for mere ornamentation but for presentation of theme. 

These traditions and rhetorical devices contribute to 

the ove r all presentation of Cromwell and Charles II . 

Wh e r ea s Cromwell emerges as a forceful and dynamic hero o f 

e p i c proportions, Charles II comes across as a mild and 

mer c iful h e ro of Christian dimensions. In "An Horatian 

Ode " Cromwell is the restless, ambitious, and active war

r io r h ero who thirsts for personal glory and honor 
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achieved through military battle. To show Cromwell's 

heroic might, Marvell depicts him as a three-forked 

lightning, as a potent flame, and as the force of angry 

heavens. Not only is he a strong military hero as shown 

in his defeat of Charles I and of the Irish, but he is 

also a selfless and creative leader willing to sacrifice 

his innate desire for privacy and to share his military 

fame with the English people. Marvell hints at Cromwell 's 

Christlike assumption of the scars of the Civil War after 

emerging from his Edenic garden existence. This religious 

dimension of Cromwell's leadership is heavily underscored 

in "The First Anniversary." To support Cromwell's assump 

tion of the title of Protector rather than of king, 

Marvell shows Cromwell as a hero of epic proportions whose 

heroic virtues transcend time and space and thus provide a 

contrast to helpless monarchs who are limited by time. 

Cromwell is the inspired musician who creates a harmonious 

government and the master architect who strengthens the 

pillar of state. That Cromwell's leadership transcends 

the secular is shown by the speaker's concept of Cromwell's 

role o f opposing the anti-Christ and preparing the way for 

Christ 's millennium. Cromwell's superhuman strength is 

also stressed in "A Poem Upon the Death of 0. C." In this 

poem Cromwe l l has successfully fused the religious and 
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secular roles of leadership as shown by the allusion to 

Joshua, a soldier and leader with whom God sided. Like 

Chr's t , Cr omwell has both a human a n d div ine side to h i~ 

character. Not only is he associated with majestic oaks 

and towering trees that reach to the heavens, but he is 

also depicted as a tender and loving parent. In fact, 

his gifts as a leader were better suited for peaceful 

ends, but both fate and the angry heavens swayed his 

talents toward war. In "Heroique Stanzas" Dryden also 

portrays Cromwell as a hero of divine favor, an active 

leader whose grandeur is derived from heaven. Dryden 

conceives of Cromwell as a military leader, as the 

Engl i sh lion that tames his foe , and as an artist whose 

creative d e sign leads England to a position of respect 

and might. 

In Dryden's panegyrics Charles II is portrayed as a 

Christlike hero who emerges from exile to save England 

f rom the sin of rebellion. The central qualities that 

Dryden depicts are the mercy and mildness of Charles II. 

In "Astraea Redux" these qualities effectively quell the 

r a g e of the volatile seventeenth century. Just as Christ 

so f t e ned the ha r shness of Old Testament justice, Charles II 

softens the rigid letter of the law and forgives those 

who rebell e d a gainst his father's legitimate monarchy. 
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His mercy and mildness, furthermore, bring opposing 

factions into a harmonious relationship. A more force f u l 

lead er emerges i n "To His Sacred Maje s t y" as Charles 's 

paternal and authoritative role is stressed. Charles II 

is an active hero who dries up the floods of rebellion, 

quenches the fires of sedition, and appeases the jealous 

sects. He is the mythic hero who restores the land to 

fruitfulness after the devastation of the Civil War. 

These central attributes of mercy and mildness become 

drawbacks for Charles II in the satires of the later 

Restoration period. In Marvell's The Last Instructions t o 

a Painter Charles II does not set himself above the 

luxury, avarice, and gain of his courtiers and is himse lf 

a part of the moral depravity of the court. Through 

examples of bravery, fidelity, and purity Marvell calls 

upon Charles II to provide a heroic model for his 

courtiers to follow. Dryden's Ab s alom and Achitophel 

shows the development of Charles II from a ruler who in 

the beginning of the poem is self-indulgent and unable to 

contr ol his headstrong people to an assertive ruler at the 

end of the poem who deals forcefully with the rebellious 

malcontents. In these later satires, after the initial 

promise of the Restoration had dimmed and the heroic 

leadership of Charles II had paled, both The Last 
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Instruction s t o a Painter and Ab s alom and Achitophel 

present a plea to the king to restore the heroic i deal of 

v irt ue tha t b o t h Dr yden and Marvell had s o carefully 

delineated i n their poems o f p ra ise. 
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