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                                                               1. 

 

WHAT WE KNOW OF THE MAN ULPIAN FULWELL IN WHOSE NAME 

WERE PRINTED LIKE WILL FOR LIKE (1568), THE FLOWER OF FAME 

(1575) AND ARS ADULANDI, OR THE ART OF FLATTERY (1576) 
 

           Every man of superior understanding in contact with inferiors wears a mask.              

 
   …from the moment you learn to speak you are under the necessity of drinking in and 

assimilating what perhaps I may be allowed to call a hotch-potch of errors. Nor do these 

errors derive their strength only from popular usage. They are sanctioned by the institutions 

of academies, colleges, orders, and even states themselves. 

 

[Francis Bacon, The Refutation of Philosophies, trans. Benjamin Farrington, The 

Philosophy Of Francis Bacon (Liverpool University Press,1964), p. 108]  

 

  Virtually all the educated literary world knows nothing or next to nothing about the 

man Ulpian Fulwell and are completely unfamiliar with the three works printed in his 

name which in modern times have long since been overlooked, neglected and remain 

largely inaccessible and unread. It seems that posterity has conspired to keep Ulpian 

Fulwell the man hidden from us in what amounts to a four hundred year near silence 

during which time very little has come down to us. The few brief notices there have 

been of Ulpian Fulwell starting with Wood in the seventeenth century contain hardly 

any biographical information and what very little is given is marred by inaccuracies 

and glaring omissions.1 The very brief entry for Ulpian Fulwell in the Dictionary of 

National Biography by Gordon Goodwin printed at the end of the nineteenth century 

(1889) contains such scant biographical information that to give a sense of its paucity 

it is necessary to quote what there is of it in its entirety: 
 

FULLWELL, ULPIAN (fl 1586), poet, ‘a Somersetshire man born, and a gentleman’s son,’ 

…In 1570 Fulwell was rector of Naunton, Gloucestershire…to which he had presumably 

been presented by Queen Elizabeth…Fulwell became a commoner of St. Mary Hall, Oxford, 

in 1578, but probably did not take a degree. In 1572 he married at Naunton a lady whose 

baptismal name was Eleanor, and thenceforward some years his signature occurs frequently 

in the register of that parish, chiefly in reference to the christening of his various children. In 

1585 his name appears in connection with the burial of a son; in the following year Joseph 

Hanxman became rector of Naunton.2 

 

It will be observed that Gordon Goodwin in not knowing anything about his parental 

background, early education, nor a single fact about the first twenty-five years of his 

life, save what he had gleaned from Wood that he was a ‘Somerset man born, and a 

gentleman’s son’, writes ‘fl 1586’, most probably the year of his death. The entry is 

further marred by a series of misquotations, errors and incorrect statements.3      

   In an edition printed in the series of The Tudor Facsimile Texts of Like Will To Like 

by Ulpian Fulwell (‘Issued for Subscribers’) in 1909 its editor John S. Farmer states 

at the end of its brief introduction (and I quote in full) ‘Little is known of the author 

beyond his name: see “Dictionary of National Biography.”4 Three years earlier neatly 

tucked away at the back of The Dramatic Writings of Ulpian Fulwell (‘Privately 

Printed for Subscribers by the Early English Drama Society’) the same editor states 

‘FULLWELL (ULPIAN), fl. 1586).Very little is known of the author of this play’ before 

repeating the biographical information from the Dictionary of National Biography.5 
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  There has been two unpublished PhD dissertations written about Ulpian Fulwell and 

the writings printed in his name. In the first of these entitled ‘The English Works Of 

Ulpian Fulwell’, the very first line by its author Edward Clarence Wright reads ‘Very 

few recorded facts are available about the life of Ulpian Fulwell’6 and he says in his 

preface that his general introduction ‘attempts as complete a biographical sketch of 

Fulwell as existing documents in the University of Illinois Library can make it.’7 He 

is unfortunately unaware of two important articles by Irving Ribner which produces 

some new information on Fulwell’s family background and also errs in his attempted 

identification of Edmund Harman whose importance will become apparent later.8 In 

her unpublished PhD dissertation ‘A Biography of Ulpian Fulwell and A Critical 

Edition Of The Art Of Flattery’, writing in 1980, Roberta Buchanan correctly points 

out ‘The Dictionary of National Biography article by Gordon Goodwin, published at 

the end of the nineteenth century, is still used as the major reference source for 

information on Fulwell.’9 Unlike her PhD predecessor, Buchanan is aware of the two 

articles by Ribner from which she omits some important information in what remains 

the fullest biographical account of Fulwell to date.10 Based on her PhD thesis Roberta 

Buchanan published the heavily condensed Ars Adulandi, Or The Art Of Flattery By 

Ulpian Fulwell A Critical Edition With A Biography Of The Author (Institut Fur 

Anglistik und Amerikanistik Universitat Salzburg, Austria, 1984).11 

   In the recent modern entry for Ulpian Fulwell in the Oxford Dictionary of National 

Biography (Oxford University Press, 2004-21) largely based upon Buchanan and the 

two Ribner articles (listed in its sources with Anthony Wood, Mark Eccles, Peter 

Happe, editor of Like Will to Like, and the archive source TNA: PRO apology for Ars 

Adulandi, ecclesiastical documents E 135/9/5) its author David Kathman presents the 

most accessible biographical account of his subject to date:  

 
Fulwell, Ulpian (1545/6-1584x6), playwright and satirist, was born in Wells, Somerset, the 

elder son of two sons of Thomas Fulwell (d. 1563) linen draper, and his wife, Christabel 

James (d. 1584). His childhood was marked by conflict over 400 acres of ecclesiastical land 

that his father had leased in 1539 from kinsman John Goodman, the corrupt subchanter of 

Wells Cathedral. When Thomas Fulwell proved too independent of Goodman the latter 

unleashed a decades-long campaign of violent harassment that resulted in numerous lawsuits 

….Fulwell’s mother later deplored her two sons’ ‘unthrifty courses’ and tried unsuccessfully 

to disinherit them from the leased land (Buchanan, x-xi).   

   After his father’s death, in 1563 Fulwell studied to be a clergyman, and was ordained on 15 

September 1566…. 

   [c. 1566-7] Fulwell became engaged to Marie Stubbard but he did not go through with the 

marriage after discovering that his bride-to-be was already married to William Gascoigne. 

Late in 1570 he became rector of Naunton, Gloucestershire, and there, on 13 May 1572, he 

married Eleanor Warde (d. 1577). Fulwell does not seem to have been a very conscientious 

rector; in 1572 the episcopal visitation noted that the church was in a state of decay, and in 

1576 he was fined for negligence because the clerk was illiterate and parents were not 

sending their children to learn the catechism. 

   ….After the book’s publication [Ars adulandi, or, The Art of Flattery] Fulwell was called 

before the court of the high commission in London, and on 7 July 1576 was ordered to make 

a public recantation before the bishop of Bath and Wells.  
   ….His wife, Eleanor, died in December 1577, and on 14 April 1578 he married Marie 

Whorwood. The couple had six children, all baptized at Naunton [here all named]…In March 

1579, at the advanced age of thirty-three, Fulwell matriculated at St Mary Hall, Oxford 

…Although there is no record of his graduation he was described master of the arts in May 

1584. Fulwell had died by July 1586, when there was a dispute over the advowson of the 
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Naunton rectory, leaving his wife and children in poverty. There is no record of his burial at 

Naunton, suggesting he died elsewhere.12 

 

It should be carefully noted (the importance of which will soon become apparent) that 

none of the above biographical accounts refer to Lord Keeper Sir Nicholas Bacon, nor 

do they make any connection between Ulpian Fulwell and Francis Bacon, and nor for 

that matter, do they once specifically refer to any other members of the Bacon family.  

   In 1950 Irving Ribner published information in Notes and Queries about a series of 

law suits which shed very important light on Fulwell’s family background brought by 

both his father and mother relating to lands leased from the Cathedral of Wells. The 

earliest of these lawsuits commenced in the court of the Star Chamber in 1547 when 

Thomas Fulwell addressed a bill to Sir William Paulet against John Goodman, then 

the subchanter and later Dean of Wells Cathedral. Fulwell afterwards complained to 

Sir Thomas Wriothesley the Lord Chancellor of England which resulted in Goodman 

being committed to the Fleet until 28 June 1545 when he was released on signing 

new indentures promising that Fulwell should enjoy the lands without disturbance.13 

Fulwell enjoyed peaceful possession of the land until July 1547 when Goodman 

caused his servants and livestock to trespass on to his holdings steeling his hay and 

on entering his house attacking and wounding him to an extent his physician feared 

for his life. In his bill Fulwell requests that Sir William Paulet summons Goodman 

from London and legally force him to answer the charges against him. In his answer 

Goodman denied that he had disturbed Fulwell and insisted there was in the lease a 

proviso stating nothing in it be prejudicial to former leases regarding parts of the 

subchanter lands granted to Fuller or any others, and moreover he had leased part of 

his property to his brother Robert Goodman, who had in turn leased his holdings to 

one Richard Wenham who with a wagon supplied by John Goodman had stolen his 

hay and attacked Thomas Fulwell. The decision of the court no longer survives but it 

is clear from other records the dispute was settled in Fulwell’s favour and he 

continued to enjoy the subchanter lands until his death in 1563:14   
 

We know this specifically from a bill in the court of Chancery addressed by Christabel 

Fulwell, widow of Thomas Fulwell, on October 13, 1564, to Sir Nicholas Bacon, Lord 

Chancellor of England, and directed against one Bartholomew Haggart. The bill is badly 

mutilated, a large right hand corner having been destroyed. In essence, it states that Thomas 

Fulwell had died one year before, leaving his widow as sole executrix of his estate which 

included the Subchanter lands rented from John Goodman for the still unexpired term of 

ninety years. Fulwell declares that Haggart, claiming a prior lease, has entered into certain 

closes of the Subchanter lands and is keeping them from her. She requests of the court that he 

be subpoenaed and made to show his pretended lease.  

  ...Two decrees in the case of Fulwell vs. Haggatt have come to light, but neither is final, and 

we cannot thus, from the paucity of records, know how the dispute was finally settled. It is 

clear from the two following cases, however, that Christabel Fulwell retained custody of the 

lands until September 17, 1566. 

   Of the third case there is extant only one bill, and it is badly mutilated and undated. It is 

addressed to Sir Nicholas Bacon by Dr. William Turner who, after a long controversy with 

John Goodman which furnishes an interesting sidelight upon the history of the English 

Reformation, had been made Dean of Wells on June 18, 1560. Turner records in his 

complaint that shortly after the accession of Goodman to the Deanery, the holdings of the 

Subchantership had been joined to those of the Deanery, and he contends that as present dean 

he is entitled to the rents owned by Thomas Fulwell for his lease of the Subchanter lands.15     
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The lawsuits and protracted legal wrangles continued for decades and resulted in 

Ulpian Fulwell never gaining custody of the land which his father rented from John 

Goodman, and after his death in 1586, it still remained a matter of litigation for his 

children.16 

  With the Fulwell family complex legal disputes being dealt with by Lord Keeper Sir 

Nicholas Bacon following the death of his father sometime in 1563 Ulpian Fulwell 

studied to be a clergyman and was ordained on 15 September 1566. Around 1567-8   

Fulwell became engaged to Marie Stubbard but the marriage was abandoned after he 

discovered she was already married to William Gascoigne, who through the marriage 

of Elizabeth Bacon Bretton (her beloved cousin Lord Keeper Nicholas Bacon was the 

supervisor of her father’s will) to George Gascoigne some seven years earlier,17 was a 

distant relative of a young Francis Bacon with whom Fulwell already had some kind 

of secret and concealed relationship. It was around the time that the planned marriage 

to one of Bacon’s relatives was abandoned a play entitled Like Will to Like, Quod the 

Devil to the Collier was printed in the name of Ulpian Fulwell in 1568. An individual 

who had no known interest in theatre and drama and nor is he known to have written 

another play or any other form of dramatic entertainment in the remaining eighteen 

years of his life. After a long gap of seven years a work entitled The Flower of Fame 

a fulsome piece of Tudor propaganda was also printed in the name of Ulpian Fulwell 

in 1575 with a dedication to Bacon’s uncle Sir William Cecil, who with his brother-

in-law Sir Nicholas Bacon, was the Grand Architect of the Elizabethan Reformation. 

This was followed the next year with the publication of a work entitled Ars adulandi, 

or, The Art of Flattery (1576) with a dedication to Bacon’s aunt Lady Mildred Cooke 

Cecil, elder sister of his mother Lady Anne Cooke Bacon. 

    The fiction and charade that these three works were written by Ulpian Fulwell has 

stood critically unchallenged for four hundred and fifty years. All three works were 

written by the same concealed author Francis Bacon including the first the play Like 

Will to Like when he was only seven years old, an astonishing hitherto unknown fact, 

which carries enormous implications for his authorship of the Shakespeare works. 
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                                                              2. 

 

            THE FLOWER OF FAME WRITTEN BY FRANCIS BACON  

                  AND ITS LINKS TO THE SHAKESPEARE WORKS 

 
These writings can be classified into four categories: first, texts that Bacon wrote but not for 

public consumption; second, texts Bacon wrote to be circulated with his name; third, texts 

Bacon intended to circulate anonymously; and fourth, texts that were intended to circulate 

under another’s name. 

 

[Alan Stewart with Harriet Knight, eds., The Oxford Francis Bacon: Early Writings 

1584-1596 (Oxford Clarendon Press, 2012), p. xxviii] 

 

The only edition of the work was published in 1575 with the following very long and 

descriptive title: 

 
The Flower Of Fame. Containing the bright Renowne, & moste fortunate raigne of King 

Henrie the viii. Wherein is mentioned of matters, by the rest of our Cronographers 

ouerpassed. Compyled by Ulpian Fulwell. Hereunto is annexed (by the Aucthor) a short 

treatice of iii. noble and vertuous Queenes. And a discourse of the worthie service that was 

done at Hadington in Scotlande, the second yere of the raigne of King Edward the sixt.   

 

The coat of arms of Sir William Cecil, Lord Burghley appears on the verso of the 

title page which indicates that it was with his knowledge and permission that Bacon 

(in the name of Ulpian Fulwell) dedicated the work to his uncle: 

 
To the ryght honourable and his singular good lorde, Sir William Cecill Baron of 

Burghleygh, Knighte of the moste noble order of the Garter, Lord high Treasurer of 

Englande, master of the courtes of Wardes and Liveries, Chancellour of the Universite of 

Cambridge, and one of the Queenes Maiesties priuie Counsaile, Ulpian Fullwell wisheth 

long health and encrease of honor. 

 
Being at stryfe with my selfe, (Right honorable) whether I might presume to exhibit the 

dedication of this my vnpolished labour vnto your Lordship or not, I was oft abashed as I 

vewed the homeliness of my style, and eftsons vtterly discomforted. But contrary wise, while I 

considered with my selfe (as it were waying in the other Balaunce) your noble nature in 

accepting the good will of the geeuer aboue the valure of the gift, I am againe recomforted, 

And in the ende of this conflicte, the noble curtesie of your honour wonne in mee the victorie: 

whereupon I was not onely emboldened my self, humbly to desyre your L. Patronage, but 

also (as much in mee laye) encouraged my Auchtour, master Edmunde Harman, to offer vnto 

you the grosse fruites of this our labours. The matter meriteth the Pen of the best writer, 

although it hath nowe happened to the handes of an vneloquent Compyler. But if it may 

please your honour to accept the protection hereof, I doubt not but bothe the matter, and the 

worthinesse of the Patrone, will stirre vp some exquisite skill to furnishe my defect by the 

renuying of this my begonne attempt. Which I confesse to be by mee taken in hande, more 

willingly then wittilye, respecting more the truthe of the woorkes then the eloquence of 

words. Thus ceasing to trouble your good Lordship any longer at this present with my rough 

and ragged style, in most humble wise I submit my selfe and  this my sclender trauaile, vnto 

your honour, praying allmightie God to preserue and prosper you in all your noble affaires 

to the great comfort of this Realme.  

 

                                                Your honours most humble 

                                                         Vlpian Fulwell.18  
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     neare as coulde be called to remembraunce.                                                   56 19 
                                                                                                                                     

 
                                 To the friendly Reader Vlpian Fulwell wisheth health. 

 

THE wyse and sage Philosopher Solon, noting the insolencie of Cressus, who esteemed him 

self the happiest man lyuing, because of his abundant welth, tolde him, that no man is to bee 

reputed happie during his lyfe time, because he knoweth not whether it shall ende with 

renowne or infamie. Concluding hereby, that a goodly lyfe, & a godly death maketh a perfect 

happie man.  

Nowe, seing our late soueraigne Lorde Kynge Henrye the eyghth hath hit the marke of trewe 

felicitie, and wonne the game of ioyfull immortalitie: what ruthe were it, that so singuler an 

example shoulde not be recorded in the golden booke of perpertuall Fame. His noble lyfe, his 

Godly proceedinges, his inuicted raygne, his fortunate successes, his whole race of lyfe, and 

ende of the same, deserueth to be engraued in letters of pure Golde. If Alexander (the 

myghtie Monarche of Macedon) was offended with a Schoolemaster in whose Schoole he 

founde not the fame of Vlisses (written by Homer) howe much more maye wee deeme he 

woulde checke and reproue all Englyshe Gentlemen, that laye not before their faces the 

booke of King Henryes lyfe, if he were nowe amongst vs. But happely it will be sayd vnto 

mee, Sir, if you weare as good an Englyshe Poet as Homer was in Greeke, or if the 

worthinesse of your style were comparable to the matter, wee would the better esteeme of 

your woorke. If that bee thy obiection (gentle Reader) I cannot excuse my selfe. For I 

confesse I haue not the gifte of flowing eloquence, neyther can I enterlace my phrase with 

Italian termes, nor powder my style with frenche Englishe or Inkhorne Rhethoricke, neyther 

cowche my matter vnder a cloake of curious inuentions, to feede the daintie eares of delicate 

yonkers. And as I cannot: so if I could, I woulde not. For I see that manye men are so 

affected with these premises, that manye good matters are obscured, the Aucthors 

encombred, the woorkes but meanely commended, and the Reader deceaued. For a while he 

coueteth to come to the purpose, he is lead amasked in the wylde desert of circumstance and 

digression, seeking farre and finding little, feeding his humor on pleasant woordes of slender 

wayght, guyded (or rather giddyed) with plaucible eloquence. 

   I do not herein condempne, neither discomende the noble Science of Rhethoricke, nor the 

eloquent Rhethoritian, but rather wishe that excellent skill to be employed onlye on such 

matters as may both commend the speaker, and the thing spoken, or the writer and the thing 

written: hauing alwayes the cheefe respect to tyme & place. For as it was would sounde 

verye absurde to the eares of the skilfull Musitian to heare a gallyard, or any other daunce 

playde on the solemne Organs: so no lesse contrarie is it, to daunce after an Hymn or other 

cunning voluntarie. Thus (gentle Reader) I desyre at thy handes, that thou accept the matter, 

& beare with my crabbed meeter. Considering well that often tymes is founde good graffes 

vppon a Crab tree stocke. Take then the fruite, and accepte my good will. And if thou list 

bestowe anye fyling vpon the roughnes of my phrase, I shall be beholding vnto thee. If not, 

yet shall my desyre be satisfied with thy good worde.  

 
                                                           Vlpianus Fulwell.20 

 

   It is perhaps fortunate that The Flower of Fame has throughout its long existence 

remained virtually unknown and largely inaccessible to general scholarship. For any 

serious Bacon scholar with access to this very rare 1575 edition its prefatory matter 

and the first line of its address to the reader would prove sufficient for establishing its 

true provenance never mind the rest of its content and distinctive Baconian prose and 

style. In the opening lines to the address to the reader Bacon presents an anecdote 

from one of his favourite figures in classical antiquity Solon, the Athenian statesman, 

lawmaker and poet about the King of Lydia Croesus, renowned and proverbial for his 
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wealth, as one of the richest men in the world. Irrespective of wealth, Solon observed 

that man, is only truly happy when dead (‘Call no man happy until he is dead’). This 

is exactly the point referred to by Bacon in one of his earliest Shakespeare plays Titus 

Andronicus generally believed to have been written sometime around 1589:  

 

                               That hath aspired to Solon’s happiness 

                               And triumphs over chance in honour’s bed. 

                                      [Titus Andronicus: 1:1:177-8]21  

 

In the same year in his early discourse An Advertisement Touching the Controversies 

of the Church of England (1589) Bacon again invokes Solon:  

 
Neither let them fear Solon’s law, which compelled in factions ‘every particular person to 

range himself on the one side’; nor yet the fond calumny of ‘neutrality’; but let them know 

that is true which is said by a wise man, that ‘neuters in contentions are either better or worse 

than either side.’22    

 

In his Promus of Formularies and Elegances (private note-book) in which Bacon 

jotted down thoughts and phrases which might be of use to him in his acknowledged 

writings or Shakespeare plays he records the following entry:   
 

Solon’s law that in states every man should declare himself of one faction. Neutralitye.23  

 

In a pioneering work on the manuscript (BL Harleian 7017) entitled The Promus Of 

Formularies And Elegancies (Being Private Notes, circ. 1594, hitherto unpublished) 

By Francis Bacon Illustrated and Elucidated By Passages From Shakespeare C. M. 

Pott printed a complete transcription of the entries made by Bacon and placed them 

alongside hundreds of parallels from the Shakespeare plays. In the entry by Bacon of 

Solon’s law of neutrality after quoting the passage from An Advertisement Touching 

the Controversies of the Church of England Pott pointed to a line from Hamlet and 

King Lear:   

 

                             Like a neutral to his will and matter, did nothing. 

                                             [Hamlet: 2:2: 485] 

                              

                               Which came from one that’s of a neutral heart, 

                                And not from one opposed. 

                                            [King Lear: 3:7: 47-8] 

 

She might also have added: 

 

                             Who can be wise, amazed, temp’rate and furious,   

                             Loyal and neutral in a moment? No man. 

                                              [Macbeth: 2:3: 108-9] 
 

Bacon also alludes to Solon in his dramatic device Of Tribute, or, Giving that which 

is due (1592): 
 

That of the Grecian hath foundation in words, in ostentation, in confutation, in sects, in 

auditories, in schools, in disputations. The Grecians were (as one of themselves saith), “you 

Grecians, ever children”.24 
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An allusion made clear in his Advancement of Learning: 
 

For So Plato brings in the Egyptian Priest, saying vnto Solon: You Grecians are ever 

children, you have no knowledge of antiquitie, nor antiquitie of knowledge.25  

 

   The other part of opening passage about Solon and Croesus and his love of gold in 

the address to the reader prefixed to The Flower of Fame was a favourite that Bacon 

never got tired of repeating throughout his lifetime: as exampled in The Advancement 

of Learning, Of The True Greatness of Kingdoms and Estates, and Apophthegems:       

 
He voucheth on the authority of Solon who when Croesus shewed him his treasury of goulde 

saide to him, that if another came that had better Iron, he would be maister of his Gould.26 

 
For Solon said well to Croesus (when in Ostentation he shewed him his Gold) Sir, if any 

Other come, that hath better Iron then you, he will be Master of all this Gold.27 
 
When Croesus, for his glory, shewed Solon great Treasure of Gold, Solon sayd to him: If 

another come, that hath better iron then you, hee will bee Master of all this Gold.28 
 

In his Apophthegems Bacon recalled another anecdote about Croesus that presented 

him in a more favourable light: 

 
Croesus said to Cambyses; That peace was better than warre; because in peace the Sonnes 

did burie their Fathers, but in warres, the Father did burie their Sonnes.29  

 

The great statesman and lawgiver Solon is credited with having laid the foundations 

of Athenian democracy, with Bacon in his essay Of Honour and Reputation ranking 

him after the actual Founders of State and Commonwealths, in terms of his historical 

importance:  

 
In the Second Place are Legis-latores, Lawgivers; which are also called, Second Founders, or 

Perpetui Principes, because they Governe by their Ordinances, after they are gone: Such 

were Lycurgus, Solon….30  
 

In his proposed reform of the Athenian constitution and its laws Solon legislated for 

all citizens to be admitted into the Ekklesia (the Athenian assembly) and the power to 

elect officials and scrutinize them in establishing the foundations of a true republic. 

In his Advancement of Learning Bacon writes: 

 

For Solon, when he was asked whether he had giuen his Citizens the best laws, 

answered wisely, Yea of such, as they would receiue.31 

 

  He revised the constitution to make it more inclusive and devised a human law code 

with Bacon citing him as a precedent for the comprehensive reform of our own law 

in Touching the Compiling and Amendment of the Laws of England ‘For the laws of 

Lycurgus, Solon, Minos, and others of ancient time, they are not the worse because 

grammar scholars speak of them.’32 In A Digest to be Made of the Laws of England 

addressed to James I in attempting to educate the dim-witted monarch Bacon states 

that ‘Amongst the degrees and acts of sovereign or rather heroical honour, the first or 

second is the person and merit of a Lawgiver.’33 Obliquely speaking of ‘foundations 



13 

 

and institutions of Orders and Fraternities’ (an allusion to his invisible Rosicrucian-

Freemasonry Brotherhood) in the context of establishing good laws and ordinances 

‘which makes a whole nation to be as a well-ordered college or foundation’, he says:  

 
Moses, that gave laws to the Hebrews, because he was the scribe of God himself, is fitter to 

be named for honour’s sake to other lawgivers, than to be numbered or ranked among them. 

Minos, Lycurgus, and Solon, are examples for themes of grammar scholars. For ancient 

personages and characters, now-a-days, use to wax children again; though the parable of 

Pindarus be true, The best thing is water. For common and trivial things are (many times) the 

best…34 

 

  Bacon was still recalling sayings from the great Athenian statesman and lawgiver to 

the end of his days ‘Solon, when hee wept for his Sonnes death, and one said to him; 

Weeping will not helpe: answered, Alas, therefore I weepe, because weeping will not 

helpe.’35 His astute observation upon people and politics ‘Solon compared the People 

vnto the Sea, and Oratours to the Windes; For that the Sea would be calm and quiet, 

if the Windes did not trouble it.’36 Or an observation that would be equally applicable 

to the proud schoolmen and their knowledge of Bacon ‘An AEgyptian Priest hauing 

conference with Solon, sayd to him; You Grecians are euer children; you haue no 

knowledge of Antiquitie, nor Antiquitie of Knowledge.’37 It is not difficult to see why 

Bacon, a statesman, lawgiver and poet was so taken with Solon, a statesman, lawyer 

and poet, and why he chose an anecdote from a meeting between ‘the wise and sage 

philosopher’ Solon and Croesus to commence his address to the reader in The Flower 

of Fame in this Tudor propaganda piece; a calculated tribute to Queen Elizabeth in a 

history of her father Henry VIII, who he presents as having fulfilled the philosophy 

of the statesman and lawgiver, Solon. 

   In the address to the reader prefixed to The Flower of Fame Bacon also explicitly 

refers to Alexander the Great a figure who also loomed large in his consciousness. As 

he did with Solon, in his speech The Praise of his Sovereign addressed to Queen 

Elizabeth which formed part of his dramatic device Of Tribute, or, Giving that which 

is due Bacon refers to Alexander the Great and the slaying of his son.38 Again in one 

of the speeches for another of his dramatic entertainments at the Christmas Gray’s 

Inn Revels which saw the first performance of his Shakespeare play The Comedy of 

Errors given by The Second Counsellor, advising the Study of Philosophy he invokes 

the legendary leader who until the age of sixteen was tutored by Aristotle ‘Alexander 

the Great wrote to Aristotle upon the publishing of the Physics, that he esteemed 

more of excellent men in knowledge than in empire.’39 In the speech by The Third 

Counsellor, advising  Eternizement and Fame by Buildings and Foundations Bacon 

uses the King of Macedon as a pertinent example ‘Alexander did not think his fame 

so engraven in his conquests, but that he thought it further shined in the buildings of 

Alexandria.’40 In his Letter of Advice to Fulke Greville on his Studies Bacon advises 

Greville to look further than epitomes when seeking a wide breadth of knowledge 

and soundness of judgement on a subject or historical figure for which again he turns 

to Alexander the Great as a case in point:  

 
As for example, he that out of Curtius or Plutarch will make an epitome of the life of 

Alexander, considers but the number of the years he lived, the names of places he conquered, 

the humours and affections he had, and the variety of accidents he met withal in the course of 

his life. But he that will draw notes out of his life under heads, will shew under the title of 

conqueror, that to begin in the strength and flower of his age, to have a way made to 

greatness by his father, to find an army disciplined and a council of great captains, and to 
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procure himself to be made head of a league against a common enemy (whereby both his 

quarrel may be popular and his assistance great) are necessary helps to great conquests. 

  Under the title of war, that the invader hath ever the advantage of the invaded: for he comes 

resolved, strikes terror, hath all if he win, and if he lose loseth but his hopes; that [it] is not 

the number of soldiers so much as the goodness of them, and the conduct of the leaders, that 

is cause of victory; and that before any man make foreign wars, he must, according to 

Alexander’s example, be sure to settle all near home.41  

 

   His continuing interest with Alexander the Great is further evidenced by numerous 

references to the Macedon king in The Advancement of Learning where in extending 

the advice given to Greville, in a partition of history under the heading of Annals and 

Journals, Bacon instances ‘the journal of Alexander’s house expressed every small 

particularity, even concerning his person and court.’42 In an extended passage just as 

Bacon had condensed together Alexander the Great, his tutor Aristotle, and the Greek 

poet Homer in the address to the reader prefixed to The Flower of Fame here in the 

Advancement Bacon expands upon the same multi-layered relationship of this fabled 

tripartite:  

 

Alexander was bred and taught under Aristotle the great philosopher, who dedicated divers 

of his books of philosophy unto him; he was attended with Callisthenes and divers other 

learned persons, that followed him in camp, throughout his journeys and conquests. What 

price and estimation he had on learning in doth notably appear in these three particulars: first, 

in the envy he used to express that he bare towards Achilles, in this that he had so good a 

trumpet of his praises as Homer’s verses: secondly, in the judgement or solution he gave 

touching that precious cabinet of Darius, which was found among his jewels, whereof 

question was made what thing was worthy to be put into in, and he gave his opinion for 

Homer’s works; thirdly, in his letter to Aristotle after he set forth his books of nature, 

wherein he expostulateth with him for publishing the secrets or mysteries of philosophy, and 

gave him to understand that himself esteemed it more to excel other men in learning and 

knowledge than in power and Empire. And what use he had of learning doth appear, or rather 

shine, in all his speeches and answers, being full of science and use of science, and that in all 

variety.43  

 

Bacon was most likely familiar with Homer as a young boy through the tutelage of 

his mother Lady Anne Bacon who was fluent in Greek, Latin, Italian and French and 

knew the mythical Greek poet through Greek-Latin and other foreign editions as well 

as the later English translation by George Chapman. The Greek poet and the two epic 

poems attributed to him the Iliad and the Odyssey were certainly a source for the 

Shakespeare canon (the extent is disputed) most emphatically Troilus and Cressida,44 

works which have outlived monuments, monarchs, emperors, popes, kingdoms and 

empires without a single syllable lost to the ravages of time, the former ephemeral 

the latter permanent, in their infinite perpetuity:   

 
Let us conclude with the dignity and excellency of knowledge and learning in that whereunto 

man’s nature doth most aspire; which is immortality or continuance;…to this tend buildings, 

foundations, and monuments; to this tendeth the desire of memory, fame, and celebration. 

We see then how far the monuments of wit and learning are more durable than the 

monuments of power or of the hands. For have not the verses of Homer continued twenty-

five hundred years or more, without the loss of a syllable or letter; during which time infinite 

palaces, temples, castles, cities, have been decayed and demolished? It is not possible to have 

the true pictures or statuaes of Cyrus, Alexander, Caesar, no nor of the kings or great 

personages of much later years; for the originals cannot last, and the copies cannot but leese 

of the life and truth. But the images of men’s wits and knowledges remain in books, 
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exempted from the wrong of time and capable of perpetual renovation. Neither are they fitly 

to be called images, because they generate still, and cast their seeds in the minds of others, 

provoking and causing infinite actions and opinions in succeeding ages.45  

 

The same principals and themes brilliantly compressed into the small round of one of 

his greatest sonnets: 

 

                               Not marble nor the gilded monuments 

                               Of princes shall outlive this powerful rhyme, 

                               But you shall shine more bright in these contents 

                               Than unswept stone besmeared with sluttish time. 

                               When wasteful war shall statues overturn, 

                               And broils root out the work of masonry, 

                               Nor Mars his sword nor war’s quick fire shall burn 

                               The living record of your memory.  

                               ’Gainst death and all oblivious enmity. 

                               Shall you pace forth; your praise shall still find room 

                               Even in the eye of all posterity 

                               That wear this world out to the ending doom. 

                                   So, till the judgement that yourself arise, 

                                   You will live in this, and dwell in lovers’ eyes 

                                                      [Sonnet 55] 
 

Bacon also refers to Alexander in two of his then unpublished philosophical writings. 

In Cogita et Visa (Thoughts and Conclusions) he compares the real exploits of Julius 

Caesar and Alexander the Great with the legends of Amadis of Gaul and King Arthur 

of Britain.46 In his Redargutio Philosophiarum (Refutation of Philosophies) Bacon 

directly compares himself to Alexander the Great, the one master of an empire of the 

world, the other master of the empire of the human mind:  

      
As for me, sons, having taken the first step by way of preparation of your minds, I shall not 

fail you in what must follow. Well I know that the tablets of the mind are not like ordinary 

writing-tablets. On them you can write nothing till you have expunged the old; in the mind 

you cannot expunge the old except by writing in the new.  Accordingly I shall make no long 

delay. I only give you this advice, that you do not promise yourself such great things from 

my discoveries as not to expect better from your own. I foresee from myself a destiny like 

that of Alexander, now pray, do not accuse me of vanity till you have heard me out. While 

his memory was fresh his exploits were regarded as portents. Of the orators who vied with 

one another to praise him one said: “We no longer live like mortal men, but have been born 

to this destiny that men should speak portents of us.’ But when admiration had cooled and 

men looked more closely into the matter, note the sober judgement passed upon him by the 

Roman historian [Livy, IX, 17] ‘All Alexander did was dare to despise shams.’ Something 

like this later generations will say of me.47 

 

   His fascination with Alexander the Great throughout his lifetime is also reflected in 

a series of his Shakespeare plays. The year following the publication of The Flower 

of Fame Bacon spent three years in France with the English Ambassador to France 

Sir Amias Paulet and from 1579 onwards his brother Anthony Bacon spent twelve 

years abroad in France including a good deal of time at the court of Henry, King of 

Navarre with whom he struck up a very close friendship and correspondence lasting 

many years. In the course of his time in France Anthony Bacon and the passports of 

his train when they went to Navarre were signed by Biron, Dumain, Longaville and 
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Boyesse names Francis uses for four of the characters in Love’s Labour’s Lost set in 

the kingdom of Navarre.48 And just for good measure Francis names one of the other 

characters in the play Anthony Dull, a constable after his brother Anthony Bacon and 

Sir Nathaniel, a curate after his elder brother, Sir Nathaniel Bacon. In Act 5 Scene 2 

we are treated to a mock dramatic representation of the Nine Worthies in which 

Francis makes his brother in the character of Sir Nathaniel play Alexander the Great:   

 

                                Enter Nathaniel the curate as Alexander         

 

     NATHANIEL (as Alexander) 

                                When in the world I lived I was the world’s 

                                     commander.  

                                By east, west, north, and south, I spread my  

                                     conquering might. 

                                My scutcheon plain declares that I am Alisander. 

 
     PRINCESS 

                                The conqueror is dismayed. Proceed, good Alexander. 

    

     NATHANIEL (as Alexander) 

                                 When in the world I lived I was the world’s 

                                         commander. 
     BOYET 

                                Most true, ’tis right, you were so, Alisander.     

 

     BIRON (to Costard) 

                                Pompey the Great. 
    COSTARD  

                                Your servant, and Costard.     
    BIRON           

                                 Take away the conqueror, take away Alisander. 

    COSTARD (to Nathaniel)                             O, Sir, you have overthrown 

                                 Alisander the Conqueror. You will be scraped out of 

                                 the painted cloth for this. Your lion that holds his pole- 

                                 axe sitting on a close-stool will be given to Ajax. He  

                                 will be the ninth worthy. A conqueror and afeard to  

                                 speak? Run away for shame, Alisander.  

                                     [Love’s Labour’s Lost: 5:2: 557-60, 563-74] 

 

Just as throughout his literary career Bacon referred and alluded to Alexander the 

Great in his various known and acknowledged writings Of Tribute, or, Giving that 

which is due, speeches written for The Christmas Gray’s Inn Revels, Advancement of 

Learning, Cogita et Visa (Thoughts and Conclusions), Redargutio Philosophiarum 

(Refutation of Philosophies), Of The True Greatness Of The Kingdom Of Britain, 

Novum Organum, An Advertisement Touching a Holy War, Sylva Sylvarum, and his 

Apophthgems, he did the same in his Shakespeare plays:  

  

                                                   On, on, you noblest English, 

                        Whose blood is set from fathers of war-proof, 

                        Fathers that like so many Alexanders 

                        Have in these parts from morn to even fought. 
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                                           [Henry V: 3:1:17-20] 

 

                          I think Alexander the Great was born in Macedon. 

                          His father was called Philip of Macedon, as I taken it. 

 

                                                       If you mark Alexander’s life well, 

                          Harry of Monmouth’s life is come after it indifferent  

                          well. 

                                           [Henry V: 4:7:19-20, 30-32] 

 

                           Dost thou think Alexander looked o’ this fashion 

                           i’th’ earth? 

                                        

                                    To what base uses we may return, Horatio! Why 

                           may not imagination trace the noble dust of Alexander                          

                           till a find it stopping a bung-hole? 

 

                                           No, faith, not a jot; but to follow him thither 

                           with modesty enough, and likelihood to lead it, as thus: 

                           Alexander died, Alexander was buried, Alexander 

                           returneth into dust…. 

                                             [Hamlet: 5:1:193-4, 198-200, 202-5] 

 

                          I’th’ common showplace, where they exercise. 

                          His sons he there proclaimed the king of kings; 

                          Great Media, Parthia, and Armenia 

                          He gave to Alexander. 

                                      [Anthony and Cleopatra: 3:6:12-15]  

 

                                                                                                He sits 

                          in his state as a thing made for Alexander. What he 

                          bids be done is finished with his bidding. He wants  

                          nothing of god but eternity and a heaven to throne  

                          in. 

                                           [Coriolanus: 5:3:21-25]  

 

                          The crown will find an heir. Great Alexander 

                          Let his to th’worthiest, so his successor 

                          Was like to be the best. 

                                          [The Winter’s Tale: 5:1:47-9]   

 

   In the dedication to his uncle Sir William Cecil prefaced to The Flower of Fame 

Bacon informs him that some of the private or inside information for the work was 

provided by a former member of Henry VIII’s household, one Edmund Harman 

(c.1509-77), a virtually unknown figure who for centuries languished in virtual 

obscurity and whose name still remains unfamiliar to the ordinary scholar and casual 

student. Forgotten to posterity Harman did not receive an entry in the Dictionary of 

National Biography and his entry in the Oxford Dictionary of National Biography 

(2004-21) comprising a couple of paragraphs provides the general reader with the 

most readily accessible account of his life,49 one which makes no mention (nor for 
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that matter does any other account) of his obscured relationship with the Cooke-

Bacon family, relationships that still remain hidden and unknown to posterity. 

    For at least two generations prior to the birth of Edmund Harman the Harman 

family lived in Suffolk the county which housed two branches of the Bacon family. 

Edmund Harman was born in Ipswich c.1509 the second son of Robert Harman 

around the time Nicholas Bacon was born at Drinkstone, Suffolk in 1510, second son 

of Robert Bacon yeoman and sheep-reeve to the abbot of Bury St Edmunds and his 

wife Isabel, daughter of John Cage, a yeoman of Pakenham, Suffolk. Although it 

remains unrecorded the two families almost certainly knew each other and likewise 

in their early years leading up to adulthood and beyond it is probable at some early 

point that the paths of Edmund Harman and Nicholas Bacon crossed as it most 

certainly did in the decades ahead.  

   The first known recorded mention of Edmund Harman occurs in 1530 when he was 

admitted to the freedom of the Barbers’ Company which allowed him to practise his 

trade in the city of London. By 1533 he had entered the household of Henry VIII and 

was thereafter until the king’s death a member of a small intimate Privy Chamber 

which daily attended to his comfort and safety. His position as Henry VIII’s personal 

barber demanded the greatest trust from the king on account of the potentially lethal 

nature of the tools of his trade which included knives, razors and scissors and he was 

also required not to come into contact with diseased or unclean person to prevent his 

royal master from being infected or contracting any preventable illness. In September 

1536 Harman was made one of the packers at the port of London and the same year 

appointed Keeper of the Wardrobe. 

    Variously described in the state papers as the king’s barber, a groom of the Privy 

Chamber and one of the pages of the Privy Council his position of trust was rewarded 

with numerous grants of offices and land during the course of the reign of his royal 

master and he grew to be a man of considerable importance and wealth. He received 

his first post of bailiff of the manor of Hovington in the North Riding of Yorkshire in 

1536 and the following year he was appointed Keeper of Leving in Buckinghamshire 

by the attainder of Henry Norris who had been executed in May 1536 on the dubious 

charges of an affair with Queen Anne Boleyn. These were followed by grants of land 

in Middlesex, Gloucester and Oxfordshire. In 1537 Harman was elected member of 

the Court of Assistants of the Barbers’ Company likely serving as its Senior Warden 

before being elected as Master of the Company in 1540. That same year King Henry 

granted the Barbers and Surgeons of London their charter superbly commemorated in 

Holbein’s painting commissioned by the company which showed the king handing 

the charter to Thomas Vicary with the other founding fathers kneeling at the side of 

his throne, with Harman a handsome prosperous looking figure boasting a moustache 

and beard, kneeling third in the front row, on the left hand side of the king.50    

   In the late 1530s Harman in his trusted and privileged position as a member of the 

small and intimate Privy Chamber was a firmly established figure at the royal court 

whose closely knitted circles included a fellow Suffolk county man Nicholas Bacon 

and his future father-in-law Anthony Cooke. In the late 1530s Nicholas Bacon had 

already come to the personal attention of King Henry’s two most powerful ministers 

Thomas Cromwell and Archbishop Thomas Cranmer. By mid 1538 Nicholas Bacon 

had appeared on the payroll of the newly formed Court of Augmentations. The same 

year Cranmer described Bacon ‘of so good judgement touching Christ’s religion’ and 

unsuccessfully recommended him for the post of the town clerk of Calais confirming 

Bacon was already committed to the reformist camp. In 1539 Bacon was serving as 

deputy to the solicitor of the augmentations Walter Henley whom he succeeded in 
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1540. During this period Bacon was also royally called upon to participate in a report 

commissioned by Henry VIII on the current state of the Inns of Court known as the 

‘Denton-Bacon-Carey report’, written about 1538-40.51 By 1539 his future father-in-

law Anthony Cooke had received his first ceremonial appointment at court as one of 

the ‘fifty spears’ of the King Henry’s reconstituted bodyguard and was present at the 

reception of Anne of Cleves in 1540, and afterwards the Admiral of France in 1546, 

the same year Cooke was appointed a Gentleman of the Privy Chamber,52 bringing 

him into frequent almost daily contact with Edmund Harman.  

   Surrounded by secret and discreet reformers in a circle which gathered around 

Queen Katherine Parr which included Nicholas Bacon, William Cecil, John Cheke, 

Roger Ascham and Anthony Cooke this was a time when it was dangerous to hold 

Lutheran or Protestant beliefs. As a zealous Protestant Harman was also connected to 

the reformist group at St George’s Chapel at Windsor of whom the most prominent 

was the composer John Merbecke. He was convicted with four others of heresy and 

sentenced to be burned at the stake but he received a royal reprieve and a pardon but 

four other Windsor heretics were burnt at the stake. The conservative authorities also 

turned their attention to a group in the Privy Chamber who was suspected of having 

aided and abetted them. Harman and his wife Agnes were accused of heresy in 1543 

‘before the King’s Council and before John Bp. of Sarum and other commissioners 

under the Six Articles in co. Berks., because in the year 34 Hen. VIII, at New 

Windsor, they abetted, aided, favoured, counselled and consented with one Ant. 

Person, clk. there, lately condemned and burnt for heresies against the Sacrament of 

the Altar.’53 Prominent among the reformist circle accused of heresy was the priest 

Anthony Person and others close to the king’s person, a number which included Sir 

Philip Hoby: ‘Sir Thomas Cardine, Sir Philip Hobby with both their Ladies Master 

Edmund Harman, Master Tho. Weldon with Snowball and his wife All these they 

had indicated by the force of the vi articles as aiders, helpers and maintainers of 

Anthonie Person. And besides them they had indicted of heresy a great number more 

of the king’s true and faithful subjects. Whereof the King’s Majesty being certified 

his grace of his special goodness (without the suit of any man) gave to the aforesaid 

gentlemen of his Privy Chamber, and other his servants with their wives, his gracious 

pardon.’54 The diplomat and religious reformer Sir Philip Hoby (along with Harman a 

member of the Privy Chamber) in 1538 accompanied Holbein to obtain portraits of 

potential marriage partners for Henry VIII. A leading courtier Hoby was part of the 

reception which also included Anthony Cooke for Anne of Cleves in 1540. By this 

time Hoby had married his wife Elizabeth herself part of the Protestant court circle 

surrounding Queen Katherine Parr. For maintaining the controversial cleric Person, 

Hoby was committed to the Fleet on 18 May 1543 but was quickly discharged six 

days later along with Harman and others. Hoby and his wife Elizabeth afterwards 

obtained a pardon from the king. On the death of Sir Philip in May 1558 his half-

brother the courtier and translator Sir Thomas Hoby inherited Bisham Abbey who the 

following month married Elizabeth Cooke (younger sister of Francis Bacon’s mother 

Lady Anne Cooke Bacon), one of the fabled daughters of Sir Anthony Cooke. 

   Soon after receiving his pardon Harman was returned to favour and in November 

1543 from the spoils of the reformation he and his wife Agnes were granted the 

house or Hospital of St John the Evangelist in Burford, Oxon and other land and 

manors in Oxon and Gloucester. In 1544 Harman escorted the king on the Boulogne 

expedition and was among an army of 30,000 men who landed at Calais in a joint 

campaign with the Holy Roman Emperor Charles V in waging war against the king 

of France. The campaign ended in the September and in the October Harman was 
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granted Harmondesworth manor and rectory in Middlesex with certain farm stock 

from St Mary’s College near Winchester. He also received permission to alienate 

lands belonging to Bruern monastery and in 1545 acquired the manor, rectory and 

advowson of the vicarage at Thyrrefeld belonging to St Alban’s monastery in 

Hertfordshire as well as the advowson of Wydforde rectory in Gloucester, the rectory 

of Burford vicarage and chapel in Fulbrooke, Oxon, and the advowson of Burford 

vicarage, which had formerly belonged to the Keynsham Priory in Somerset. He also 

acquired two grain mills in Burford, another in Upton, and a filling mill, a meadow 

and other land in Burford, and in 1546, a licence to alienate lands in Oxfordshire and 

Gloucestershire, the same year he obtained a position at court for his brother James. 

He had come a long way in the service of Henry VIII and at the time of the king’s 

death Harman was a man of considerable wealth and social standing. His benefactor 

Henry VIII died on 28 January 1547 and his will dated 30 December 1546 witnessed 

by Harman contains a clause bequeathing him 200 marks.55  

  Following the death of the king Harman was made a gentlemen usher to Edward VI 

a position which continued his unknown relationship with the king’s tutor Anthony 

Cooke and his daughters Mildred, Anne, Katherine and Elizabeth in a circle which 

included William Cecil and Nicholas Bacon. It was these lifelong relationships which 

afforded Harman ample opportunity in the forthcoming decade for close contact with 

Francis Bacon, a secret hidden relationship which has gone unrecorded that covertly 

assisted the latter in concealing his authorship of three works passing under the name 

of Ulpian Fulwell, among them The Flower of Fame, for which Harman supplied its 

true author Francis Bacon with inside information. 

   Long neglected and overlooked The Flower of Fame is a highly personal work in 

prose and verse. In an unpublished PhD thesis The English Works of Ulpian Fullwell 

Edward Clarence Wright unaware of its true authorship (as is the rest of posterity) 

asked a pertinent and incisive question: 

 
Why did Fulwell undertake to write the history of King Henry VIII? The question, by no 

means irrelevant, could very well be the most interesting and important problem confronting 

the editor of the works of Ulpian Fulwell. This historical prose poem could be regarded as a 

calculated tribute to Queen Elizabeth, King Henry’s daughter by Anne Boleyn, and to her 

ablest statesman, the illustrious diplomat Sir William Cecil:56  

 

                            An Epitaph of the death of the moste valyant and  

                            renowned prince King Henry the eyghth 

 

                                         Yet God through mercy great 

                                             in spyght of death his darte 

                                         Hath left a blossome of his braunche 

                                             to ease thy pensiue smarte. 

                                          For whom now let vs praye,     

                                             that shee the race may runne 

                                         Of Nestor’s yeres, with like successe 

                                             as yet her grace as done. 

                                          And that his royall Impe 

                                             Elizabeth by name: 

                                          May weare the Crowne and wielde the sworde 

                                             with ioye and endlesse fame. 

                                          Whose lyfe doth render lyght 
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                                             Unto her fathers fame: 

                                      Whose noble harte doth plainly shewe 

                                          the stocks from whence shee came.57 
 

In the poem titled ‘Commemoration of Queen Anne Bullayne’, Elizabeth is described 

as the Phoenix who has risen renewed from the ashes of the executed Queen: 
 

                                          A Phenix right, whose course of kynde 

                                             ys singuler alwaye: 

                                       Whose ashes yeldes another byrde, 

                                            So one remaynes for aye. 

 

                                       This noble Phenix in lykewise 

                                            hath of her sinders sent 

                                        A noble Impe, a worthie Queene 

                                            Ere shee from worlde went.58 

 

   The answer to the more perspicacious question why did Francis Bacon undertake to 

write an history of Henry VIII lies encoded in the late Shakespeare play (to give its 

full title) The Famous History of the Life of King Henry the Eighth. In parts the play 

Henry VIII like The Flower of Fame closely follows the chronicles of Edward Hall, 

and the chronicles of Holinshed and Foxe’s Book of Martyrs. Moreover The Flower 

of Fame is explicitly based upon the Mirror of Magistrates and the play Henry VIII 

has been described by several Shakespeare commentators as a dramatised Mirror for 

Magistrates. Like The Flower of Fame the play Henry VIII is a symbolic tribute to 

the Tudor dynasty and celebrates the king’s wisdom and rejection of the authority of 

Catholic Rome. A new national Tudor myth is embodied in both book and play that 

England is chosen by Providence as a bulwark of reformist and Protestant freedom 

and the leading light of the reformation of Europe.  

   The Shakespeare play covers only a part of Henry VIII’s reign from the Field of the 

Cloth of Gold in 1520 to the christening of Princess Elizabeth in 1533. Among other 

things it depicts the rise to the king’s favour of Anne Boleyn and the birth to Henry 

and Anne of a daughter, instead of the longed for son. A grand procession escorts the 

newly born royal infant before the assembled court where she is solemnly presented 

to the king by Archbishop Cranmer. Writing in retrospect in a play written years after 

Elizabeth’s death Cranmer presents a prophecy (a dramatic invention by Bacon) in 

which the phoenix-like Princess Elizabeth in turn gives birth to a phoenix-like son 

and heir. A star which the fullness of time would reveal to be as great in fame as she 

was, one who would found new nations (United States of America); who is likened in 

Rosicrucian metaphorical language to mountain cedar branches (reminiscent of the 

cedar used for the building of King Solomon’s Temple representing the symbolic or 

mythical beginnings of Freemasonry); who would like a slow growing vine, together 

with his Rosicrucian Brotherhood, secretly and invisibly build a new world for the 

future of mankind, which when eventually revealed the children of posterity will give 

thanks to heaven, and fully rejoice of him: 

 

                              For heaven now bids me, and the words I utter 

                              Let none think flattery, for they’ll find ‘em truth. 

                              This royal infant-heaven still move about her- 

                              Though in her cradle, yet now promises 
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                              Upon this land a thousand thousand blessings 

                              Which time shall bring to ripeness. She shall be-  

                              But few now living can behold that goodness- 

                              A pattern to all princes living with her, 

                              And all that shall succeed. Saba was never 

                              More covetous of wisdom and fair virtue 

                              Than this pure soul shall be. All princely graces 

                              That mould up such a mighty piece as this is, 

                              With all the virtues that attend the good, 

                              Shall be doubled on her. Truth shall nurse her, 

                              Holy and heavenly thoughts still counsel her. 

                              She shall be loved and feared. Her own shall bless her; 

                              Her foes shake like a field of beaten corn, 

                              And hang their heads with sorrow. Good grows with her.                          

                              In her days every man shall eat in safety 

                              Under his own vine what he plants, and sing 

                              The merry songs of peace to all his neighbours. 

                              God shall truly be known, and those about her 

                              From her shall read the perfect ways of honour, 

                              And by those claim their greatness, not by blood. 

                              Nor shall this peace sleep with her, but, as when 

                              The bird of wonder dies-the maiden phoenix- 

                              Her ashes new create another heir 

                              As great in admiration as herself, 

                              So shall she leave her blessedness to one, 

                              When heaven shall call her from this cloud of darkness, 

                              Who from the sacred ashes of her honour 

                              Shall star-like rise as great in fame as she was,   

                              And so stand fixed. Peace, plenty, love, truth, terror, 

                              That were the servants to this chosen infant, 

                              Shall then be his, and, like a vine, grow to him. 

                              Wherever the bright sun of heaven shall shine, 

                              His honour and the greatness of his name 

                              Shall be, and make new nations. He shall flourish, 

                              And like a mountain cedar reach his branches 

                              To all the plains about him. Our children’s children 

                              Shall see this, and bless heaven.                               

                                                  [Henry VIII: 5:4:15-55].  

 

    Following the dedication to his uncle Sir William Cecil (husband of Lady Mildred 

Cooke Cecil elder sister of Lady Anne Cooke Bacon), the address to the reader, an 

English commendatory poem in the name of his literary mask ‘Vlpian Fulwell to his 

Booke’ and a Latin sonnet by ‘Richardi Coppoci Carmen’, the prefatory material is 

concluded with a twelve verse poem entitled ‘A manifest description of king Henryes 

noble vertues’. In the poem celebrating the greatness of Henry VIII Bacon describes 

the Tudor king as ‘A second Alexander hee’ and ‘A Solon for his constant mynde’. 

He also compares Henry VIII with Julius Caesar ‘To whom whyle lyfe in corps did 

laste,/The myghtie Caesar would geve place,/The conquerors of the worldes past, 

/May yelde vnto Kyng Henryes grace.’59 The Roman statesman and dictator Julius 

Caesar also loomed large in the intellectual and dramatic consciousness of Bacon. He 
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alludes, refers, and quotes Caesar from the earliest of his acknowledged writings and 

works through to some of his last. In his acknowledged writings his engagement with 

the Roman dictator is manifest in An Advertisement Touching the Controversy of the 

Church of England,60 his dramatic device Of Tribute; or giving what is due,61 Certain 

Observations upon a Libel,62 Orations at the Gray’s Inn Revels,63 in some eight of his 

essays,64 to the man and his writings on more than a dozen occasions in Advancement 

of Learning,65 a very little known four page Character of Julius Caesar in Latin,66 An 

Advertisement Touching A Holy War,67and eight anecdotes about Julius Caesar in his  

Apophthegms.68 His lifelong intellectual and dramatic engagement with Julius Caesar 

is reflected and magnified across his Shakespeare plays from the earliest to the last in 

I Henry VI, 2 Henry VI, 3 Henry VI, Titus Andronicus, Richard III, Love’s Labour’s 

Lost, Richard II, Merry Wives of Windsor, 2 Henry IV, Henry V, As You Like It, 

Hamlet, Measure for Measure, Othello, All’s Well That Ends Well, Macbeth, Antony 

and Cleopatra, Cymbeline and The Tragedy of Julius Caesar wherein contrary to the 

sources (Suetonius and Plutarch record 23 times),69 the Roman dictator is stabbed 33 

times (33 Bacon in simple cipher):  

 

                                 Look, I draw a sword against conspirators. 

                                 When think you that the sword goes up again? 

                                 Never till Caesar’s three and thirty wounds 

                                 Be well avenged, or till another Caesar 

                                 Have added slaughter to the swords of traitors. 

                                             [Julius Caesar: 5:1: 51-5] 

 

   In ‘A manifest description of king Henryes noble vertues’ Bacon also describes the 

Tudor king as ‘A Salomon for Godly witt’. The wise king of Israel was his favourite 

biblical figure and author whom he refers to and quotes in many of his acknowledged 

works beginning with his early writings An Advertisement Touching the Controversy 

of the Church of England,70 Certain Observations Upon a Libel,71 and his Device for 

the Gray’s Inn Revels wherein in the brief compass of a few lines as with the poem to 

Henry VIII prefacing The Flower of Fame, Bacon refers to Alexander, Julius Caesar, 

Aristotle, and Solomon:   

 
Antiquity, that presenteth unto us in dark visions the wisdom of former times, informeth us 

that the governments of kingdoms have always had an affinity with the secrets and mysteries 

of learning. Amongst the Persians, the kings were attended on by the Magi. The 

Gymnosophists had all the government under the princes of Asia; and generally those 

kingdoms were accounted most happy, that had rulers most addicted to philosophy. The 

Ptolemies in Egypt may be for instance; and Salomon was a man so seen in the universality 

of nature that he wrote an herbal of all things that was green upon the earth. No conquest of 

Julius Caesar made him so remembered as the Calendar. Alexander the Great wrote to 

Aristotle, upon the publishing of the Physics, that he esteemed more of excellent men in 

knowledge than in empire.72  

 

He also refers to Solomon in his essays Of Counsell, Of Cunning and Of Juidcature, 
73 and on numerous occasions in The Advancement of Learning. Just as in the poem 

addressed to Henry VIII prefixed to The Flower of Fame where Bacon compares the 

Tudor king to Solomon in the dedication to the James 1 prefixed to the Advancement 

of Learning he likens him to Solomon:  
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That his heart was as the sands of the Sea, which though it be one of the largest 

bodies, yet it consisteth of the smallest & finest portions: So hath God giuen your 

Maiestie a composition of vnderstanding admirable, being able to compasse & 

comprehend the greatest matters, & neuerthelesse to touch and apprehend the least’.74  

 

In his lengthy discussion of the act of Creation out of Chaos, God’s works of the six 

days, the fall of man, before and after the flood, to Moses the lawgiver, and of nature 

and philosophy, Bacon again turns to his favourite biblical figure:  

 
So likewise in the person of Salomon the King wee see the guift or endowment of wisdome 

and learning both in Salomons petition, and in Gods assent thereunto preferred before all 

other terrene and temporall felicitie. By vertue of which grant or donatiue of God, Salomon 

became inabled, not onely to write those excellent Parables, or Aphorismes concerning 

diuine and morall Philosophie; but also to compile a naturall Historie of all verdor, from the 

Cedar vpon the Mountaine, to the mosse vppon the wall, (which is but a rudiment betweene 

putrefaction, and an hearbe) and also of all things, that breath or mooue. Nay the same 

Salomon the King, although he excelled in the glorie of treasure and magnificent buildings of 

shipping and Nauigation, of seruice and attendance of fame and renowne, and the like, yet 

hee maketh no claime to any of those glories; but onely to the glorie of Inquisition of truth: 

for so he sayth expressly: The glorie of God is to conceale a thing, But the glorie of the King 

is to find it out.75 

 

As Bacon compared Henry VIII to Solomon in The Flower of Fame in his History of 

the Raigne of King Henry the Seventh he also likens his father Henry VII the first of 

the Tudor kings and originator of the Tudor dynasty to Solomon on his deathbed to 

be succeeded shortly after by that other Tudor Solomon his son Henry VIII: 
 

And thus this Salomon of England (for Salomon also was too heauie vpon his people in 

Exactions hauing liued .52. yeares, and thereof reigned .23.tie yeares and 8 moneths, being in 

perfect memorie, and in a most blessed minde, in a great calme of ‘a’ consuming sicknesse 

passed to a better World, the 22th of Aprill 1508 at his Pallace of Richmond which himselfe 

had built.76 

 

   The most striking and fullest expression of his love and admiration of Solomon is 

found in his utopia New Atlantis (Land of the Rosicruicans) published posthumously 

by his editor Dr Rawley who provided it with an address to the reader ‘This fable my 

Lord devised, to the end that he might exhibit therein a model or description of a 

college instituted for the interpreting of nature and the producing marvellous works 

for the benefit of man, under the name of Salomon’s House’.77 His great editor James 

Spedding writes ‘Perhaps there is no single work of his which has so much of himself 

in it. The description of Solomon’s House is the description of the vision in which he 

lived’.78 The inhabitants of New Atlantis writes Dr Frances Yates in The Rosicrucian 

Enlightenment had built there perfect society governed by Rosicrucian Brothers. In 

their college called Salomon’s House the philosopher-scientists pursued researches in 

all the arts and sciences for the benefit of mankind which sums up the grand vision of   

Bacon’s whole life.79 In the New Atlantis the storm-tossed mariners (also the opening 

theme to his Shakespeare play The Tempest) after finding land are invited on to the 

island by its Rosicrucian Brothers where they are told that about nineteen hundreds 

years ago there reigned a king ‘whose memory of all others we most adore’ called 

Salamona who ‘we esteem him as the lawgiver of our nation.’80 Their Rosicrucian 

guide tells the strangers to the island that amongst all the excellent acts of that King 

one above all else takes pre-eminence ‘It was the erection and institution of an Order 
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or Society which we call Salomon’s House;  the noblest foundation (as we think) that 

was ever upon the earth; and the lanthorn of this kingdom.’81 The RC Brothers of 

New Atlantis all take solemn oaths and are sworn to strict secrecy: 

 
And this we do also: we have consultations, which of the inventions and experiences which 

we have discovered shall be published, and which not: and take all an oath of secrecy, for 

concealing of those which we think fit to keep secret: though some of those we do reveal 

sometimes to the state, and some not.82 

 

The legend of Solomon’s Temple (as is known to all members of the Freemasonry 

Brotherhood) is the founding myth which resides at the heart of Freemasonry. The 

Rosicrucian-Freemasonry Brotherhood are the guardians and keeper of secrets which 

at its very highest level or inner Sanctum Sanctorum includes hidden truths about the 

secret life and writings of Francis Bacon including his authorship of the Shakespeare 

works. Around the emblem on the title page of New Atlantis (alternatively titled The 

Land of the Rosicrucians) is written TEMPORE PATET OCCULTA VERITAS (In 

Time The Hidden Truth Will Be Revealed). 

  The ‘manifest description of king Henryes noble vertues’ prefaced to The Flower of 

Fame with its references to Julius Caesar, Alexander the Great, Solon and Solomon, 

concludes with eulogistic praise of Henry VIII’s daughter Queen Elizabeth at whose 

court Bacon spent much of his childhood and early adult years, up to and including, 

the time of the publication of this work:  

 

                                 Yea, and a blessing more than this,   

                                  That doth ryght farre surmount the rest: 

                                  Which is to English hartes a blisse, 

                                  Wherewith this happie Realme is blest. 

                                  His daughter doth him so reuyue, 

                                  As though the Father were alyue. 

 

                                  In whome such vertues rare are seene, 

                                  As makes farre countreis maruaile much: 

                                  That shee a virgin and a Queene. 

                                  In godlynes and wit is such. 

                                  Though lyfe from father to exylde, 

                                  His gifts are left vnto his chylde.   

    

                                  As worthie Prince, by due discent, 

                                  The regall Scepter for to guyde: 

                                  And Christ his foes for to preuent, 

                                  By Godly zeale shee doth prouyde. 

                                  The fathers steppes shee treades so ryght, 

                                  As doth eche English harte delyght. 

 

                                  So that though Royall Henry bee 

                                  Returnde to earth from whence he came: 

                                  Elizabeth, yet may we see, 

                                  Doth betwtifie her fathers fame. 

                                  Whom God preserue in Regall seat, 

                                  Til Nestors yeres be full complete.83 



26 

 

 

 The very complex and controversial intertwined lives of Bacon and Queen Elizabeth 

weaves its way through the first three volumes of Spedding’s Life and Letters and the 

more recent The Troubled Life of Francis Bacon by Jardine and Stewart.84 In addition 

to the open or official history presented by orthodox historians and scholars there is 

also a very large body of work dedicated to the secret and hidden life of Bacon and 

Queen Elizabeth departing from the premise she was his mother and he her eldest son 

thus concealed Tudor heir to the royal throne of England.85 His complex relationship 

with Queen Elizabeth also finds expression through his writings and various dramatic 

devices, masques and plays. In an intelligence document entitled a Letter of Advice to 

Queen Elizabeth Bacon surveys and analyses the internal and external Catholic threat 

to the kingdom and the security of her person and loyal subjects.86 This was also the 

broad political theme of his play The Misfortunes of Arthur a little known drama that 

I have recently established was solely written by Bacon in a one hundred and thirty 

six page (supported by 547 references) research paper ‘Francis Bacon and his First 

Unacknowledged Shakespeare Play The Misfortunes Of Arthur and its Extensive 

Links to a Whole Range of his other Shakespeare Plays’ (2021).87 This play the very 

first work to carry the name Francis Bacon in print has been surrounded by silence 

and suppression by Bacon editors and biographers for more than four hundred years. 

It was written in 1587-8 presently pre-dating the Shakespearean era and is of untold 

importance in the history of his authorship of the Shakespeare plays. It is permeated 

with his Baconian-Shakespearean DNA whose salient themes repeatedly anticipates 

and finds echo throughout the whole Shakespeare canon from the earliest plays to the 

last (see the chapter ‘The Misfortunes of Arthur and the Shakespeare plays’, pp. 57-

101). The Baconian-Shakespearean play was performed before Queen Elizabeth on 

28 February 1588 and published shortly after in a book entitled Certaine Deuises and 

shewes presented to her Maiestie by the Gentlemen of Grayes-Inne at her Highnesse 

Court in Greenwich, the twenty eighth day of Februarie in the thirtieth yeare of her 

Maiesties most happy Raigne.88 There are only three copies of this rare 1588 edition 

known to exist. The only known copy of the edition in the United Kingdom is held at 

the British Library with a copy each housed at The Huntington Library and Harvard 

Houghton Library in the United States of America.89 The play is an allegory written 

against the background of English and Scottish politics and the complicated matter of 

succession transmuted through the towering figures of Queen Elizabeth and Mary, 

Queen of Scots which had dominated the Elizabethan reign for the last three decades.  

The year before the performance of the play Mary, Queen of Scots had been executed 

on the orders of Queen Elizabeth and the play is at pains to stress that Elizabeth had 

long sought to keep Mary alive but in the end political necessity forced her hand. In 

the play Arthur is Queen Elizabeth and Mordred the tragic figure of Mary, Queen of 

Scots with Bacon the wise and faithful counsellor, Conan (a near anagram of Bacon). 

The play opens and closes with fulsome praise of Elizabeth who is presented as the 

very embodiment of the ideals associated with King Arthur and the continuation of a 

Tudor golden age bringing peace and prosperity an expression of the similar themes 

running through The Flower of Fame, itself a celebration of the Tudor dynasty.     

  A few years later in 1592 Bacon produced a dramatic device entitled Or Tribute; or, 

Giving what is due written on behalf of Robert Devereux, second Earl of Essex to be 

presented before Queen Elizabeth on her Accession Day 17 November 1592. There is 

no evidence it was ever performed. The dramatic device consists of four speeches in 

praise of firstly, The Worthiest Virtue; Fortitude; secondly, The Worthiest Affection, 

Love; thirdly The Worthiest Power, Knowledge; and the fourth The Worthiest Person, 
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Queen Elizabeth. The speech in praise of Queen Elizabeth begins ’No praise of 

magnanimity, nor of love, nor of knowledge, can intercept her praise that planteth 

and nourisheth magnanimity by her example, love by her person, and knowledge by 

the peace and serenity of her times; and if these rich pieces be so far unset, what are 

they set, and set in all perfection?’90 Behind his play The Misfortunes of Arthur stood 

the Babington conspiracy attempted in the full knowledge of Mary, Queen of Scots 

which Bacon returns to ‘See again a Queen that, when a deep conspiracy was plotted 

against her sacred person, practised by subtle instruments, embraced by violent and 

desperate humours’, who sought her kingdom, her throne, and her life she responded 

to it ‘with such majesty of countenance, such mildness and serenity of gesture’.91 He 

draws the speech to a close in a manner and words which recalls The Flower of Fame 

its editor Edward Clarence Wright described as a prose poem that could be regarded 

as a calculated tribute to Queen Elizabeth:92 
 

These virtues and perfections, joined with so great felicity, have made her the honour of her 

times, the admiration of the world, the suit and aspiring of the greatest kings and princes, 

who yet durst never have aspired to her as worthy of her, but as their minds were raised by 

love. 

   But why do I forget that words do extenuate and embase matters of this height? Time is her 

best commender, which never brought forth such a prince; whose imperial virtues contend 

with the excellencies of her person, both virtues contend with her fortune, and both virtue 

and fortune contend with her fame.  

 

                                  Orbis amor, famae carmen, coelique pupilla; 

                                      Tu decus omne tuis, tu decus ipsa tibi. 

 

                [‘The world’s beloved, a song to fame, the eye of heaven, you are the  

                    ornament for those who love you, you are your own ornament.’]93 

 

   There are two surviving fragments in Bacon’s own hand written sometime in mid- 

1594 that formed part of a treatise on the continuing conspiracies against Elizabeth’s 

life. One his titled ‘The first copy of my discourse touching the safety of the Queen’s 

person’ and the other ‘The first fragments of a discourse touching intelligence and 

the safety of the Queen’s person’ in which Bacon writes: 

 
The first remedy in my poor opinion is that against which as I conceive least exception can 

be taken, as a thing without controversy honourable and politic; and that is the reputation of 

good intelligence. I say not only good intelligence, but the reputation and fame thereof.94 

 

  In the following year Bacon again wrote on behalf of Robert Devereux, second Earl 

of Essex a dramatic device to be presented before Queen Elizabeth for her Accession 

Day on 17 November 1595. It included an outer plot and inner device wherein three 

speakers pressed their way of life: The Hermit’s Speech in wish of Contemplation or 

Studies; The Soldier’s Speech in wish of Fame; and The Statesman’s Speech in wish 

of Experience.95 In it says Peltonen ‘as in the earlier dramatic entertainments, Bacon 

could be seen as dramatizing his own choices between the active and contemplative 

modes of life’,96 a apt description, of course, of the two conflicting characteristics of 

Hamlet (Bacon) whose relationship with Queen Gertrude (Queen Elizabeth) is one of 

the critical themes running through the veins of the play. 

  Most probably for next year’s celebrations Bacon wrote a speech which survives in 

a unique as well as incomplete and damaged manuscript of around five hundred 

words. It is headed ‘for the Earle of Sussex at ye tilt an: 96’ and as its title suggests it 
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seems mostly likely that it was written for the tilting at Whitehall on Accession Day 

on 17 November 1596. It is addressed to Queen Elizabeth ‘Most devine and more 

mightie then that Queene to whom all other Que[enes] are subiect…’.97 This unique 

piece is relatively unknown to ordinary scholars and general students as it only 

survives in the so-called Northumberland Manuscript, a collection of Bacon MSS of 

the greatest historical importance, that orthodox Shakespeare authorities and 

commentators have done their level best to systematically misrepresent and suppress 

for reasons that will soon become apparent below.  

   This unique collection of manuscripts is named after the location of its discovery in 

Northumberland House in the second half of the nineteenth century. This the most 

important of all contemporary documents of the Elizabethan period linked to the 

authorship of the Shakespeare works should simply be known for what it is: Bacon’s 

own collection of MSS, parts of which have been removed, or lost in a fire, before it 

was made known to the world. In its present state it consists of a much scribbled 

outer-cover (to which we will shortly return) and a number of works in manuscript 

by Bacon. The first of these is the dramatic device 1] Of Tribute, or giving that what 

is due written by Bacon most probably to be presented by the Earl of Essex as part of 

the celebrations for Elizabeth’s Accession Day in 1592. Of which Professor Vickers 

says ‘This accelerating structure is proto-dramatic, and has some interesting parallels 

with Love’s Labour’s Lost, written at much the same time and (in part, at least) out of 

a similar rhetorical background.’98 2] An essay entitled Of Magnanimity or Heroical 

Virtue of which no other copy survives in manuscript. 3] A short essay on religion An 

Advertisement touching private censure (c.1589), no other copy of which is known. 

4] An Advertisement touching the Controversies of the Church of England written 

against the background of the Marprelate controversy between the nonconformists 

and the established church. 5] A Letter on the Religious Policies of the Queen to 

Monsieur Critoy (c.1589). 6] Of Love and Self-Love written by Bacon on behalf of 

Essex presented before Elizabeth as part of the celebrating for her Accession Day 17 

November 1595. 6] A Speech for the Earl of Sussex at the Tilt (c.1596) addressed to 

Queen Elizabeth most likely written for the tilt at Whitehall on 17 November 1596 of 

which there is no other known copy. 7] A Letter to Queen Elizabeth dissuading her 

from marrying the Duke of Anjou. 8] A copy of part of Leicester’s Commonwealth 

the infamous political tract written against Robert Dudley, Earl of Leicester. It is also 

clear from the list of contents found on the outer-cover of Bacon’s collection of MSS 

that is also contained An Address or Letter to Queen Elizabeth. A copy of his Essays 

first printed in 1597 which he dedicated to his brother Anthony Bacon. It also at one 

time held a copy of his six speeches which formed part of the magnificent Christmas 

Gray’s Inn Revels (1594-5) that saw the first known performance of his Shakespeare 

play The Comedy of Errors, and above all else it once held two priceless manuscript 

copies of his Shakespeare plays Richard II and Richard III.99   

  On the outer-cover containing its list of contents is a large mass of scribbled 

writings of the utmost importance and significance to the authorship of the 

Shakespeare works. Down the left side of the page appears Honorificabiletudine a 

variant of the long word honorificabilitudinitatibus in Love’s Labour’s Lost (5:1:41). 

Further down appears the line ‘revealing day through every crany peepes and see 

Shak’, essentially line 1086 of The Rape of Lucrece ‘revealing day through every 

cranny spies’. 

 Furthermore this is the only contemporary manuscript where the names of Bacon 

and Shakespeare appear together. In fact the name of Bacon/Francis Bacon and his 
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pseudonym Shakespeare/ William Shakespeare have been scribbled across its outer-

cover on more than a dozen occasions.  

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

           Fig. 1 Francis Bacon’s MSS - The Northumberland Manuscript 
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  In particular above the entry for the Shakespeare play Richard II appears the entry 

‘By Mr. ffrauncis William Shakespeare’ and further down the page the word ‘Your’ is 

twice written across his pseudonym William Shakespeare- so it reads ‘Your William 

Shakespeare’.100 Several of the entries on its outer-cover are difficult to read and 

more than a century after its editor Burgoyne’s original transcription Simon Miles 

has recently brilliantly teased out the phrase ‘in heleing’, a now obsolete word 

defined by the Oxford English Dictionary as ‘to hide, conceal; to keep secret.’. So, 

Saunders emphatically states, the phrase: 
 

‘in heleing’ means ‘in hiding’, ‘in concealment’, or ‘in secret’. This gives conclusive force to 

the scribe’s message: in effect, he is saying that Francis Bacon is the hidden or secret author 

concealed behind the name of William Shakespeare.101  

 

 
Fig. 2 Walter Sanders ‘The Northumberland Manuscript And A Remarkable 

Discovery By Simon Miles’ (2007), www.sirbacon.org 

 

This manuscript should be the most famous document relating to the authorship of the 

Shakespeare poems and plays in the world and known to all and sundry in every 

corner of the literary globe. The reason why this is not the case is since the time of its 

discovery, orthodox Shakespeare authorities and Shakespeare biographers and editors 

have systematically suppressed or misrepresented it for the very simple reason, that at 

a single stroke, it completely collapses the Stratfordian illusion.   

   Just as the spectral presence of Queen Elizabeth is dispersed in every part of 

Bacon’s literary oeuvre-his published letters, manuscripts and documents, his various 

acknowledged writings and works, as well as his masques, dramatic devices and 

plays, similarly her spectral presence haunts the Shakespeare poems and plays. This 

analogous spectral presence is unfamiliar and unknown to even specialist Bacon and 

Shakespeare scholars. The simply vast and diverse Bacon canon (not studied on 

university curricula or found on their prescribed reading lists) requires a full lifetime 

of study. How many people for instance have read all fourteen volumes of the Life 

and Letters and Works of Francis Bacon by his great standard editor James Spedding 

(especially the likes of Oxfordians, Marlovians and those other scholars interested in 
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the authorship of the Shakespeare works-the answer few if any) never mind the other 

hundreds of Bacon orthodox critical works and conversely the countless articles not 

least in the Baconiania journal and the vast number of books on Bacon’s authorship 

of the Shakespeare works. Of course the most probable answer is not one living soul. 

The same is equally true of the infinite Shakespeare canon which is being added to 

on an industrial scale all around the world every single day yet surprisingly up to the 

present day there has not been as far as I am aware a single full-length work specially 

dedicated to detemining the presence of Queen Elizabeth throughout the Shakespeare 

poems and plays. Nor has there been any broad thematic works of her presence in the 

Shakespeare histories, comedies, or tragedies and any of the various other sub-genres 

that modern scholars are now so currently fond of. Instead any discussion of the 

hidden and open impact of the haunting figure of Queen Elizabeth in the Shakespeare 

canon is largely confined to articles and chapters appearing in scholarly journals or 

academic publications on a play by play basis. On account that a full and complete 

study of Queen Elizabeth’s impact on the Shakespeare poems and plays is lacking the 

scholar and the reader has never been provided with the opportunity of assessing its 

enormity or importance, especially on the true authorship of the Shakespeare works. 

When such a full-length published work appears (it would also be a great subject for 

a PhD) it will reveal her covert and overt presence throughout the canon from the 

ealiest poems and plays to some of the last: Venus and Adonis, The Rape of Lucrece, 

I Henry VI, 2 Henry VI, Titus Andronicus, Richard III, Love’s Labour’s Lost, Edward 

III, Richard II, A Midsummer Night’s Dream, Henry V, Julius Caesar, As You Like It, 

Troilus and Cressida, Twelfth Night, the mysterious The Phoenix and the Turtle, all 

written while Elizabeth was alive on the throne of England, and following her death 

Measure for Measure, All’s Well That Ends Well, King Lear, Macbeth, Antony and 

Cleopatra, Pericles, Coriolanus and the Sonnets, continuing all the way through to 

the final plays of Cymbeline, The Winter’s Tale, and Henry VIII.102 One could almost 

be forgiven for thinking he was obsessed with Queen Elizabeth. As the historical and 

biographical records show the figure of Queen Elzabeth loomed very large in the life 

of Bacon from the very first day of his life to the last of hers. He was her concealed 

eldest royal son and unacknowledged Tudor heir to the throne of England who if his 

mother would have publicly acknowledged him would have succeed her as Francis I 

of England, and there is no play that refracts their story better than Hamlet.103 

   It is no coincidence that in the year Queen Elizabeth died the first quarto edition of 

Hamlet appeared containing around 2, 200 lines.104 During 1603 Bacon subjected the 

play to a thorough examination and revision. With Queen Elizabeth well and truly 

dead a second greatly enlarged quarto of Hamlet appeared in 1604,105 with around 3, 

800 lines in which Bacon (Hamlet) obliquely explores aspects of his secret, hidden 

and complex relationship with some of the hidden, secret and complex aspects of the 

life of his conealed royal mother the so-called Virgin Queen (Queen Gertrude). The 

prominence of Queen Gertrude in the conciousness of Hamlet and his disgust at the 

sexual excess of his mother has attracted a good deal of attention in recent academic 

articles and publications. Some of these were briefly reviewed in the Arden edition of 

Hamlet by its editors Ann Thompson and Neil Taylor ‘Recent interpretations have, in 

effect, accounted for the apparently excessive focus on Gertrude by identifying her 

with Elizaeth I and reading the play as a kind of meditation on the ageing and passing 

of the Virgin Queen.’106 None of whom apparently had the slightest notion as to the 

true reason why on the death of the so-called Virgin Queen that the author of Hamlet 

immediately set forth a first and then a greatly revised and expanded second quarto 

presenting a deeply unflattering mediation on her passing.     
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    The play Hamlet is Bacon telling his own secret hidden story. It is a profound tale 

of a disinherited prince asserting his royal right denied to him by his mother Queen 

Elizabeth (Gertrude) and his step-father Claudius (Robert Dudley, Earl of Leicester, a 

notorious poisoner). As the Ghost of his father points out ‘the whole ear of Denmark’ 

has been ‘rankly abused’, i.e., by the official story put out by the government that old 

King Hamlet died by accident (according to family tradition it is said that his foster-

father Sir Nicholas Bacon, an adversary of Leicester’s, died from a cold caught while 

his barber was rubbing and combing his hair: a poisoning?). It is a succession play 

which represents his fears and anxieties about the passing of an old-ageing Queen 

Elizabeth and the exhaustion of a royal dynasty, with Bacon having to face up to the 

very personal extinction of the royal House of the Tudors. In the play Bacon reveals 

the unrecorded history of his own private secret life as a concealed Tudor Prince and 

heir to the throne of England through the actors as ‘the abstract and brief chronicles 

of the time.’  

  From the time of The Flower of Fame when he idolised Queen Elizabeth a great deal 

of water had flowed under the royal bridge. He had long since discovered the secret of 

his royal birth as the son of Queen Elizabeth and Robert Dudley, Earl of Leicester to 

whom she was secrtetly married, and that he had a royal brother in the form of Robert 

Tudor Devereux, known to the world as the second Earl of Essex. 

   With Elizabeth as Gertrude and Leicester as her husband Claudius, we can readily 

see that Laertes is Robert Tudor Devereux which illuminates the passage in which 

Laertes storms Elsinore Castle (which makes sense of the mob crying ‘Laertes shall 

be king’), the hoped for reaction of the London populace to Essex attempting to storm 

the court: 

 

                                      young Laertes, in a riotous head,     

                         O’erbears your officers. The rabble call him lord, 

                         And, as the world were now but to begin, 

                         Antiquity forgot, custom not known, 

                         The ratifiers and props of every word, 

                         They cry ‘Choose we! Laertes shall be king.’ 

                         Caps, hands, and tongues applaud it to the clouds, 

                         ‘Laertes shall be king, Laertes king.’ 

                                          [Hamlet: 4:5:99-106]  

 

Bacon had also long been aware of sexual lust and promiscuity and the endless deceit 

and reign-defining charade of Queen Elizabeth masquerading as the Virgin Queen. In 

Act 3 Scene 4 Hamlet expresses his disgust to Queen Gertrude (Elizabeth) regarding 

her sexual lust and her black heart of betrayal: 

 
                     HAMLET              

                          You go not till I set you up a glass 

                          Where you may see the inmost part of you. 

        
                  QUEEN GETRUDE 

                         What have I done, that thou dar’st wag thy tongue 

                          In noise so rude against me? 

 

                  QUEEN GETRUDE           O, Hamlet speak no more! 

                          Thou turn’st mine eyes into my very soul, 
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                          And there I see such black and grained spots 

                          As will not leave their tinct. 

 
                  HAMLET  

                                                  Mother, for love of grace 

                           Lay not a flattering unction to your soul 

                           That not your trespass but my madness speaks. 

                           It will but skin and film the ulcerous place 

                           Whilst rank corruption, mining all within, 

                           Infects unseen. Confess yourself to heaven; 

                           Repent what’s past, avoid what is to come, 

                           And do not spread the compost o’er the weeds 

                           To make them ranker. 

                                    [Hamlet: 3:4:19-20, 38-9, 78-81, 135-43] 

 
                                               A FRAGMENT OF AN ESSAY ON FAME 

              

There is not in all the Politiques, a Place lesse handled, and more worthy to be handled, then 

this of Fame. We will, therefore, speak of these points. What are false Fames; And what are 

true Fames; And how they may be best discerned; How Fames, may be sown, and raised; 

How they may be spread, and multiplyed; And how they may be checked, and layed dead. 

And other Things concerning, the Nature of Fame. Fame, is of that force, as there is, scarcely, 

any great Action wherein, it hath not, a great part. . . Therefore, let all Wise Governors have a 

great a watch, and care, over Fames, as they have, of the Actions, and Designes themselves. 
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               The play Hamlet is the most scrutinized play in the history of Western literature and  

Bacon’s secret concealed authorhip permeating its historical, intellectual and dramatic 

narrative is cryptically signalled from the very first lines for anyone with eyes to see. 

The first line prior to the commencement of the play has the pregnant stage direction 

‘Enter Barnardo and Francisco two centinels’ followed by Barnardo asking Francisco 

the profoundly meaningful question in the first line of the play ‘Who’s there?’ (1:1:1). 

Francisco is the Spanish and Portuguese form of the masculine name Franciscus that 

corresponds to the English name Francis [he is entered in the baptismal register at st 

Martin’s-in-the Fields as ‘Franciscus Bacon’]. The name of the one sentinel Francisco 

(Francis) alongside the chosen name of the other sentinel Barnardo (Barnard/Bernard 

in English) is doubly significant. The two names placed together as Francis Barnard             

possess the Christian name of Bacon, as well as the initials of Francis Bacon, which             

read together point to Francis Bacon. The names Francisco and Barnardo also contain             

an anagram of Francis Bacon. So in answer to the question ‘Who’s there’, the answer             

is Francis Bacon, the secret concealed author of Hamlet:  

                          

      Enter Barnardo and Francisco, two sentinels.              

               BARNARDO  Who’s there? 

               FRANCISCO   Nay, answer me. Stand and unfold yourself.                      

               BARNARDO   Long live the King! 

               FRANCISCO   Barnardo?  

               BARNARDO   He. 

               FRANCISCO   You come most carefully upon your hour.   

                  BARNARDO    ’Tis now struck twelve. Get thee to bed, Francisco. 

                  FRANCISCO    For this relief much thanks. ’Tis bitter cold, 
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                                    And I am sick at heart.  

                 BARNARDO    Have you had quiet guard? 

              FRANCISCO    Not a mouse stirring. 

                 BARNARDO    Well, good night. 

                                     If you do meet Horatio and Marcellus, 

                                     The rivals of my watch, bid them make haste. 

                                               Enter Horatio and Marcellus 

               FRANCISCO    I think I hear them.-Stand! Who’s there?        

               HORATIO       Friends to this ground. 

               MARCELLUS  And liegemen to the Dane. 

               FRANCISCO   Give you good night. 

               MARCELLUS  O farewell, honest soldier. Who hath relieved you?   

                  FRANCISCO    Barnardo has my place. Give you good night   

                                                                                                         Exit Francisco. 

                                              [Hamlet: 1:1:1-14]         

 

   Having completed an examination of the prefatory material of The Flower of Fame 

let us now turn to the body of its text. It commences with a brief prose encomium on 

the fortunate and successful reign of Henry Tudor where he is again compared with 

King Philip’s son of Macedon Alexander the Great and of all the great princes that 

had ever lived none of whom were the equal to the prowess of our king of England 

whose fame shines more than any other prince in all of history. He was our author 

says ‘the first braunche of the tree of concorde, after the unyting of the two noble 

howses of Lancaster and York, that long had beene at discention & open hostilitie for 

the imperiall Diadem of this realme. For although his brother Prince Arthur were the 

elder, yet because he liued not enjoy his fathers seignories, neyther left behynde him 

anye Issue, I reckon him that brought forth the fruite to be the cheefe and prinipall 

braunche ’108 In his Historie of the Raigne Of King Henry the Seuenth Bacon recalled 

how on 19 September 1486 Queen Elizabeth of York gave birth to their first son who 

her husband King Henry VII named after the mythical King Arthur: 

  
In September following the Queene was deliuered of her first sonne, whom the King (in honour 

of the British-Race, of which himselfe was) named ARTHVR, according to the Name of that 

ancient worthy King of the Britaines; in whose Acts there is truth enough to make him Famous, 

besides which is Fabulous.109 

 

Linking and reinforcing the myth of the chivalrous King of Arthur with the newly born 

Arthur, Prince of Wales, first born out of the union of the houses of York and Lancaster 

of Henry VII and Queen Elizabeth of York, the son and heir to a Tudor dynasty, Bacon 

again returned to it when describing Henry VIII’s wedding to Katherine of Aragon after 

she arrived at Plymouth in 1501, before their marriage in the November:  

 
In the beginning of the next year being the .17.th of the King the Lady Katherine fourth daughter 

of Ferdinando and Isabella King and Queen of Spaine, arriued in England at Plimouth the 

second of October, and was maried to Prince Arthur in Paules the 14.th of Nouember following. 

The Prince then being about 15 yeares of age and the Lady about .18. The manner of receiuing, 

the manner of her Entrie into London, and the Celebrity of the Mariage, were performed with 

great and true magnificence, in regard of Coste, showe, and Order…. 

 ….In all the Deuises and Conceiptes of the Triumphes of this Mariage, there was a great deale 

of Astronomie. The Lady being resembled to Hesperus, and the Prince to Arcturus: & the olde 

king Alphonsus, (that was the greatest astronomer of Kings, and was ancestor to the Lady) was 
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brought in to be the Fortune-teller of the Matche. And whoseuer had those toyes in compileing, 

they were not altogether Pendanticall. But you may be sure, that King Arthur the Britton, and 

the discent of the Lady Katherine from the House of Lancaster was in no-wise forgotten.110   

 

He would once more return to the Arthurian legend in his play The Misfortunes of 

Arthur wherein his mother Queen Elizabeth is portrayed and refracted through the 

role of King Arthur in a continuing association of the Tudor dynasty with the golden 

age forever associated with the legendary King of Britain.111  

    The prose encomium to Henry VIII is thereafter followed by a long poem entitled  

‘A Discourse of the vnyting the two noble howses of Lancaster & Yorke, from which 

unyted howse, king Henry was the first king that proceeded’, that begins: 

 

                               When mightie Ioue form heauenly throne,    

                                          Behelde the blody broyle, 

                               That Mars had made through ciuil sworde, 

                                           within this cuontrey soyle. 

                                                   [Lines 1-4]112 

 

                               O for a muse of fire, that would ascend 

                               The brightest heaven of invention: 

                               A kingdom for a stage, princes to act, 

                               And monarchs to behold the swelling scene. 

                               The should the warlike Harry, like himself, 

                               Assume the port of Mars, and at his heels, 

                               Leashed in like hounds, should famine, sword, and fire 

                               Crouch for eployment. 

                                               [Henry V: 1:1:1-8]  

  

  This gives way to a retrospective prose account ‘Of the Battaile fought at Bosworth, 

betweene King Henry the vii. & Richard that then usurped the Crowne’ that returns 

to the bloody war between the Houses of York and Lancaster ‘to the great effusion of 

English blood, as well as the nobilitie, as also of the Comons’.113 It traces the Yorkist 

line from Edward IV who left behind two sons with the elder later proclaimed King 

Edward V and his younger brother Richard, Duke of York. Because of the nonage of 

King Edward V his uncle Richard, Duke of Gloucester acted as Protector of the 

Realm ‘whose Ambitious mynde’ was ‘wholly bent to cruell tyrannie, which shortly 

after he put in practise. For when he had got into his clawse these two yong Princes: 

Like a cruell Tyger, and rauenyng Wolfe, moste vnnaturally, he caused them to be 

pitifully murthered within the Tower of London.’114 He gives a colourful description 

of the cruelty of the Duke of Gloucester whose ‘beastly and destestable policie’ was 

responsible for the death of Lord Hastings and other noblemen as he ‘hitt the marke 

whereat he shot, which was the Crowne of Englande, and in fine was crowned king, 

by the name of king Rycharde the thirde.’115Thankfully his cruel and murderous reign 

only lasted two years before it pleased God to stir up the nobility of the realm and aid 

his nemesis.  

   The Earl of Richmond landed with a large army at Milford in Wales and many of 

the nobility of England fell in with his noble cause to overthrow the usurping tyrant 

at the battle of Bosworth where they met the murderous king Richard and his army 

‘in which conflict, the king himselfe was slayne, and his bodie caryed to Leycester 

on horsebacke, as a Butcher caryeth a Calfe to the Market.’116 Following the battle the 
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noble Richmond was proclaimed King Henry VII of England and after his marriage 

to Lady Elizabeth, daughter of Edward IV they were both crowned king and queen of 

England, to the great joy of the whole realm, which finally brought an end to the long 

War of the Roses. The same story is told by Bacon in his Shakespeare play Richard 

III and in his prose work The History of King Henry the Seventh (which filled the gap 

of his War of the Roses and Tudor history plays Richard II, I Henry IV, 2 Henry IV, 

Henry V, I Henry VI, 2 Henry VI, 3 Henry VI, Richard III and Henry VIII):  

 
                        HENRY EARL OF RICHMOND 

                            God and your arms be praised, victorious friends! 

                            The day is ours. The bloody dog is dead. 

                        STANLEY (bearing the crown)   

                            Courageous Richmond, well hast thou acquit thee. 

                            Lo, here this long usurped royalty 

                            From the dead temples of this bloody wretch 

                            Have I plucked off, to grace thy brows withal. 

                            Wear it, enjoy it, and make much of it. 

                                     [He sets the crown on Henry’s head]   
                        KING HENRY THE SEVENTH 

                            Great God of heaven, say ‘Amen’ to all. 

                            But tell me-young George Stanley, is he living? 
                        STANLEY 

                            He is, my lord, and safe in Leicester town,      

                            Whither, it pleases you, we may now withdraw us. 
                        KING HENRY THE SEVENTH 

                             What men of name are slain on either side? 

                        STANLEY (reads) 

                             John Duke of Norfolk, Robert Brackenbury, 

                             Walter Lord Ferrers, and Sir William Brandon. 
                        KING HENRY THE SEVENTH 

                             Inter their bodies as becomes their births. 

                             Proclaim a pardon to the soldiers fled 

                             That in submission will return to us, 

                             And then-as we have ta’en the sacrament-  

                             We will unite the white rose and the red. 

                             Smile, heaven, upon this fair conjuction, 

                             That long have frowned upon their enmity. 

                             What traitor hears me and says not ‘Amen’? 

                             England hath long been mad, and scarred herself; 

                             The brother blindly shed the brother’s blood; 

                             The father rashly slaughtered his own son; 

                             The son, compelled, been butcher to the sire; 

                             All that divided York and Lancaster, 

                             United in their dire division. 

                             O now let Richmond and Elizabeth, 

                             The true successors of each royal house, 

                             By God’s fair ordinance conjoin together, 

                             And let their heirs-God, if his will be so- 

                             Enrich the time to come with smooth-faced peace, 

                             With smiling plenty, and fair prosperous days. 

                             Abate the edge of traitors, gracious Lord, 
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                             That would reduce these bloody days again 

                             And make poor England weep forth streams of blood. 

                             Let them not live to taste this land’s increase, 

                             That would with treason wound this fair land’s peace. 

                             Now civil wounds are stopped; peace lives again. 

                             That she may long live here, God say ‘Amen’. 

                                             [Richard III: 5:6: 1-41]     

 

    In an unbroken sequence the begining of his prose work The History of Henry the 

Seventh follows on from the end of his Shakespeare play Richard III:  

 
After that Richard, the third of that name, king in fact only, but tyrant both in title and 

regiment, and so commonly termed and reputed in all times since, was by the Divine 

Revenge, favouring the design of an exiled man, overthrown and slain at Bosworth Field; 

there succeeded in the kingdom the Earl of Richmond, thenceforth styled Henry the Seventh 

…Meanwhile the body of Richard after many indignities and reproaches (the dirigies and 

obsequies of the common people towards tyrants) was obscurely buried. For though the King 

of his nobleness gave charge unto the friars of Leicester to see an honourable interment to be 

given to it, yet the religious people themselves (being not free from the humours of the 

vulgar) neglected it; wherein nevertheless they did not then uncur any man’s blame or 

censure. No man thinking any ignominy or contumely unworthy of him, that had been the 

executioner of King Henry VI the Sixth (that innocent Prince) with his own hands; the 

contriver of the death of the Duke of Clarence, his brother; the murderer of his two nephews 

(one of them his lawful King in the present, and the other in the future, failing of him); and 

vehemently suspected to have been the impoisoner of his wife, thereby to make vacant his 

bed for a marriage within the degrees forbidden…it was noted by men of great understanding 

(who seeing his after-acts looked back upon his former proceedings) that even in the time of 

King Edward his brother he was not without secret trains and mines to turn envy and hatred 

upon his brother’s government; as having an expectation and a kind of divination, that the 

King, by reason of his many disorders, could not be of long life, but was like to leave his 

sons of tender years; and then he knew well how easy a step it was from the place of a 

Protector and first Prince of blood to the Crown. And out of this deep root of ambition it 

sprang….117   

 

The work The Flower of Fame, a history of the Tudor dynasty, which began with the 

reign of Henry VII (of whom Bacon was the first to compose a full-length biography 

and history of his reign) has as its central theme the word Fame, the very last word he 

concludes his history of Henry Tudor, Henry VII, originator of the Tudor dynasty:    

 
He was born at Pembroke Castle, and lieth buried at Westminster, in one of the stateliest and 

daintiest monuments of Europe, both for the chapel and for the sepulchre. So that he dwelleth 

more richly dead, in the monument of his tomb, than he did alive in Richmond or any of is 

palaces. I could wish he did the like in this monument of his Fame.118 

 

  The second part of The Flower of Fame commences with a verse preamble in the 

tradition of noble ladies praising their worthy lives comparing them with the 

ancients. The Greeks had Penelope and the Romans Lucrece but we have English 

women equally worthy of our admiration who shine like a twinkling Venus star: 

 

                                           

                                          Lyke as the auncient Greekes 

                                              haue painted out at large, 
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                                          Their noble ladyes worthie lyues 

                                               and therof taken charge: 

                                          And as the Romaine dames 

                                               had writers of their actes, 

                                          Euen so the trowpe of the Englysh trayne 

                                               haue some to tell their factes. 

                                          Whose bryght and shyning fame 

                                               deserues to haue a place, 

                                          Coequall with the best that hath 

                                                runne on in vertues race. 

                                          Then let not Englande blushe 

                                                to blase their ladies lyues, 

                                          Which no whit is inferiour 

                                               unto the Romayne wyues. 

                                           Let them vaunt if they list 

                                               of Lucrece chastitie, 

                                           I prayse the greekes Penelope 

                                                for her fidelitie. 

                                           A nomber might be namde 

                                               that wryters pennes haue praysde, 

                                           Who for their lyues and noble actes 

                                                an endlesse fame hath raysde. 

                                            And yet among the rest 

                                               that retche their fame so farre: 

                                            Let English dames shew foorth their shyne 

                                               lyke Venus twinkling Starre.119 

 

It will have not escaped the notice of the reader that the above verse refers to Venus 

who is often associated with Queen Elizabeth which is the theme of the first narrative 

Shakespeare poem Venus and Adonis and Lucrece theme of the second Shakepseare 

poem The Rape of Lucrece, a poem also associated with Queen Elizabeth.120 The first 

two lines of The Rape of Lucrece are cryptically signed by Bacon. The first two lines 

are headed by a monogram (a motif of two or more letters, signifying a person’s 

initials, interwoven as an overt/cryptic device). The first letter commencing the poem 

is a very large capitial F and enclosed within it are two other large capital letters R 

and B (a similar device is used by Bacon on his first play Like Will to Like): 

                                 FROM the besieged Ardea all in post, 

                                       Borne by the trustlesse wings of false desire,   

 

These three letters stand for Fr. Bacon (one of the ways he signed many of his letters) 

or alternatively the F and B for Francis Bacon. Contained within the large capital F 

are 66 letters a double simple cipher 33/33 Bacon/Bacon which when added to the 1 

large capitial F: 66+1=67 Francis in simple cipher thus we have again Francis Bacon. 
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Fig. 3 The First Page of The Rape of Lucrece 
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Fig. 4 The Last Page of The Rape of Lucrece 
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At the end of the poem where when a line is drawn at an angle from the capital letter 

F in Finis we read F. Bacon. 

  The first and most eminent of these noble ladies profusely praised and celebrated in 

the three verses is headed ‘A Commemoration of Queene Anne Bullayne’, Henry 

VIII’s second queen and mother of Elizabeth. Here Queen Anne Boleyn is presented 

as a Protestant heroine to be praised by the nine Muses from the mountain tops of 

Parnassus. Freed from his Catholic match with Catherine of Aragon Henry VIII’s 

gracious queen is virtuous enough to have her name enshrined in the Bible. The 

Roman poet Virgil (whom Bacon describes as his favourite poet in The Advancement 

of Learning and ranks next to Ovid as the most influential poet in the Shakespeare 

canon) must put aside praise of Dido and lend him his eloquence (Let Virgill leaue 

dame Didos actes,/and fate of Priams towne;/And take of mee this charge in hande,/ 

to purchase him renowne’). The Tenth Muse Pallas Athena goddess of wisdom and 

illumination known as the Spear Shaker (or the shaker of the spear-Shakespeare) 

filled up her heavenly mind (‘And Pallas for her wisedom seemed,/to soiourne in her 

hed’). She had inward gifts and outward grace ‘Ioue ioynde with Minerua here,/this 

noble Queen to frame’. In Roman mythology Jove represented Jupiter, the largest 

planet of the solar system orbiting between Mars and Saturn, joined with Minerva the 

Roman name for Pallas Athena, who leapt from the head of her father Zeus shaking 

her spear of light at ignorance to frame this noble queen. She was nature’s beauty, a 

phoenix whose ashes yielded another, namely Elizabeth, who has risen renewed from 

the ashes of the executed queen: 

 

                                     A Phenix right, whose course of kynde 

                                          ys singuler alwaye: 

                                     Whose ashes yeldes another byrde, 

                                          So one remaynes for aye. 

 

                                     This noble Phenix in lykewise 

                                           hath of her sinders sent 

                                      A noble Impe, a worthie Queene 

                                          ere shee from worlde went. 

 

                                      Whose Princely praise hath pearst the pricke 

                                            and price of endless fame: 

                                       And hit the marke of regall race 

                                            from whence her highnesse came.121 

  

  In The Flower of Fame Bacon portrays Queen Elizabeth as phoenix-like rising from 

the ashes of her Tudor ancestors Henry VII, his son Henry VIII, and his wife Queen 

Anne Boleyn. His Shakespeare plays Henry VIII depicts the rise to the king’s favour 

of Anne Boleyn and the birth of their daughter Elizabeth. A grand procession escorts 

the newly born infant before the assembled court where she is solemnly presented to 

the king by Archbishop Cranmer who presents a prophecy (a dramatic invention by 

Bacon) in which the phoenix-like Princess Elizabeth in turn gives birth to a phoenix-

like Tudor heir (i.e., himself the son of Queen Elizabeth and Robert Dudley, Earl of 

Leicester, the concealed heir to the royal throne of England), who the fullness of time 

would reveal to be as great in Fame as she was:122 
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                              Nor shall this peace sleep with her, but, as when 

                              The bird of wonder dies-the maiden phoenix- 

                              Her ashes new create another heir 

                              As great in admiration as herself, 

                              So shall she leave her blessedness to one, 

                              When heaven shall call her from this cloud of darkness, 

                              Who from the sacred ashes of her honour 

                              Shall star-like rise as great in fame as she was 

                                           [Henry VIII: 5:4: 39-46]   

 

  This is the central theme of the deeply mystical Shakespeare poem The Phoenix and 

the Turtle. The 67 line (Francis in simple cipher) of the allegorical Shakespeare poem 

tells the story of a mystical love between two birds-the turtle a symbol of fidelity and 

the mythical phoenix emblem of immortality. The poem mourns the death of the 

phoenix and turtle and its theme of the mutual flame explores the complexity of the 

mystical union of the two dead birds. The phoenix is usually interpreted to represent 

Queen Elizabeth and numerous scholars believe the poem obliquely alludes to the 

complex relationship between Elizabeth and her lover the Earl of Essex (he was not 

her lover but her other concealed royal son), or if not to their relationship, to the 

events that lie behind the Essex rebellion and his execution in 1601. Or alternatively, 

the turtle may allude to his father Robert Dudley, Earl of Leicester with whom Queen 

Elizabeth had her two sons. Some Shakespeare scholars have interpreted the child of 

the phoenix as a reference to Queen Elizabeth’s heir James I, which of course, is 

clearly problematic and wrong as she was still alive in 1601. In the poem the phoenix 

simultaneously on one level represents Elizabeth, as well as her heir and successor, 

Bacon:  

 

                                       Let the bird of loudest lay 

                                       On the sole Arabian tree 

                                       Herald sad and trumpet be, 

                                       To whose sound chaste wings obey.   

                                                  [Lines 1-4] 

 

In the Threnos of the poem Bacon laments she leaves no open posterity, meaning 

himself her concealed child, and unacknowledged heir to the throne of England:   

 

                                          Beauty, truth, and rarity,  

                                          Grace in all simplicity, 

                                          Here enclosed in cinders lie. 

                                          

                                          Death is now the phoenix’ nest, 

                                          And the turtle’s loyal breast 

                                          To eternity does rest. 

 

                                          Leaving no posterity 

                                          ‘Twas not their infirmity, 

                                          It was married chastity. 

                                                 [Lines 53-61] 
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This complex multi-layered poem also represents Bacon’s lament for his royal brother 

Robert Tudor Devereux, Earl of Essex, represented by the turtle and his foster-brother 

Anthony Bacon, represented as the phoenix, both of whom died in the same year in 

1601, as brilliantly revealed by Simon Miles in his ‘Francis Bacon and the Mystery of 

The Phoenix and the Turtle’.123  

  In The Advancement of Learning Bacon provided the following passage pointing to 

the cipher systems he put use in his various anonymous and pseudonymous works to 

conceal and reveal for those with eyes to see their true hidden authorship: 

 
For CYPHARS; they are commonly in Letters and Alphabets, but may bee in Wordes. The 

kindes of CYPHARS, (besides the SIMPLE CYPHARS with Changes, and intermixtures of 

NVLLES, and NONSIGNIFCANTS) are many, according to the Nature or Rule of the 

infoulding; WHEELE-CYPHARS, KAY-CYPHARS, DOVBLES, &c. But the vertues of 

them, whereby they are to be preferred, are three; that they be not laborious to write and 

reade; that they bee impossible to discypher; and in some cases, that they bee without 

suspition. The highest Degree whereof, is to write OMNIA PER OMNIA; which is 

vndoubtedly possible, with a proportion Quintuple at most, of the writing infoulding, to the 

writing infoulded, and no other restrainte whatsoeuer. This Arte of Cypheringe, hath for 

Relatiue, an Art of Discypheringe; by supposition vnprofitable; but, as thinges are, of great 

vse. For suppose that Cyphars were well managed, there bee Multitudes of them which 

exclude the Discypherer. But in regarde of the rawnesse and vnskilfulnesse of the handes, 

through which they passe, the greatest Matter, are many times carried in the weakest Cyphars. 
124 
 

The Simple Cipher referred to by Bacon is a substitution cipher based upon the twenty 

four letter Elizabethan alphabet (I and J and U and V were interchangeable) in which 

each letter is given a numerical value: 

 

             A  B C  D  E  F G  H  I K   L  M  N  O  P  Q   R  S   T U  W  X  Y   Z 

             1   2  3  4   5  6  7   8  9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 

 

Examples:       F  R  A N C I  S                  B  A C  O  N           

                       6  17  1 13 3 9 18=67           2   1  3 14 13=33     

 

                       W  I    L  L  I A M                 S  H A K  E  S  P   E A R E  

                        21  9  11 11 9 1 12 =74         18  8  1 10 5 18 15  5 1 17 5=103 

 

The title page of The Flower of Fame is divided into three sections for the purposes of 

the Baconian ciphers inserted within it. The top section contains 33 words Bacon in 

simple cipher and 167 letters a split simple cipher 100/67 for Francis Bacon/Francis in 

simple cipher. In the middle section the inverted pyramid consists of 40 words which 

minus the 4 Roman words (‘Viuit post funeral virtus’) and 3 dots 40-4-3=33 Bacon in 

simpler cipher. It is also contains 202 letters and characters plus I bracket 202+1= 203 

a double cipher 100/103 for Francis Bacon/Shakespeare in simple cipher. The bottom 

section contains 63 letters and 4 digits in the date 63+4=67 Francis in simple cipher 

with the 63 letters plus 3 dots giving us 66 a double cipher of 33/33 for Bacon/Bacon. 

The 2 sets of 3 dots placed together 3 and 3 again 33 Bacon in simple cipher. On the 

whole page there is a total of 90 words, 6 dots, and four digits in the date: 90+4+6= 

100 Francis Bacon in simple cipher.  
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Fig. 5 The Title Page of The Flower of Fame 1575 
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There are around seventy uses of the word Fame (one of Bacon’s favourite words) in 

some twenty Shakespeare plays spread through the histories, comedies and tragedies. 

In consideration of space I here only provide a selection of them: 

 

                             Let fame, that all hunt after in their lives, 

                             Live registered upon our brazen tombs. 

                                  [Love’s Labour’s Lost: 1: 1 : 1-2] 

 

                             My noble lord and father, live in fame. 

                                  [Titus Andronicus: 1c : 1: 158]  

                   

                                                 outlive thy father’s days 

                             And fame’s etnernal date, for virtue’s praise.   

                                  [Titus Andronicus: 1: 1: 167-68]  

 

                             He lives in fame, that died in virtue’s cause. 

                                   [Titus Andronicus: 1: 1: 387]  

 

                             The Emperor’s court is like the house of Fame, 

                             The palace full of tongues, of eyes and ears 

                                    [Titus Andronicus: 2: 1: 127-8] 

 

                             I have played the part of Lady Fame. 

                            [Much Ado About Nothing: 2: 1: 199] 

 

                                 Gives her fame which never dies. 

                             So the life that died with shame 

                             Lives in death with glorious fame.  

                              [Much Ado About Nothing: 5: 3: 6-8] 

 

                                   I am in good name and fame with 

                            the very best. 

                                        [2 Henry IV: 2: 4: 73-4] 

 

                          To fill King Edward’s fame with prisoner kings 

                                         [Henry V: 1: 2: 162]                     

 

                           [sings]     And sword and shield 

                                           In bloody field 

                                              Doth win immortal fame. 

                                         [Henry V: 3: 2: 9-11] 

                     

                           His fame lives in the world, his shame in you. 

                                         [1 Henry VI: 4: 4 46] 

 

                               Fatal this marriage, cancelling your fame  

                                           [2 Henry VI: 1:  96] 

    

                                 Fame, later ent’ring at his heedful ears  
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                                            [3 Henry VI: 3: 3: 63] 

 

                             I say, ‘Without characters fame lives long.’ 

                                             [Richard III: 3: 1: 81]  

                                            

                                                              Having heard by fame 

                              Of this so noble and fair assembly 

                                           [Henry VIII: 1:4: 67-8] 

 

                     Confounds thy fame as whirlwinds shake their buds 

                               [The Taming of the Shrew: 5: 2: 145] 

 

                           Shame hath a bastard fame, well managed. 

                                 [The Comedy of Errors: 3:2: 19]                                     

              

                           With the memorials and the things of fame 

                           That do renown this city. 

                                     [Twelfth Night: 3: 3: 23-4] 

 

                                 And fame in time to come canonize us 

                                    [Troilus and Cressida: 2: 2: 201] 

                           

                                                           He hath achieved a maid 

                                That paragons description and wild fame 

                                             [Othello: 2: 1: 62-3]  

 

                                                               Find what you seek, 

                           That fame may cry out loud. 

                               [All’s Well That Ends Well: 2:1: 16-7] 

 

                                                   let him seek danger where 

                             he was like to find fame. 

                                        [Coriolanus: 1: 3: 12-13] 
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3. 

 

THE ART OF FLATTERY WRITTEN BY FRANCIS BACON 

AND ITS LINKS TO HIS SHAKESPEARE WORKS 

 
 

The fairest, and most correct Edition of this Book in Latine, is that in Folio, printed at 

London, Anno 1623. And whosever understand the Lord Bacon’s Cypher, let him consult that 

accurate Edition. For, in some other Editions which I have perused, the form of the Letters of 

the Alphabet, in which much of the Mysterie consisteth, is not observed: But the Roman and 

Italic shapes of them are confounded.   

 
And those who have true skill in the Works of the Lord Veralum, [Lord Bacon] like great 

Masters in Painting, can tell by the Design, the Strength, the way of Colouring, whether he 

was the Author of this or the other Piece, though his Name be not to it. 

 

[Thomas Tenison, ed., Baconiana. Or Certain Genuine Remaines Of Sir Francis 

Bacon (London: printed by J. d. for Richard Chiswell, 1679), pp. 27-8, 79] 

 

   Behind the name Ulpian Fulwell Bacon dedicated The Flower of Fame published in 

1575 to his uncle William Cecil, Lord Burghley and using the same literary disguise 

in the following year he dedicated The First part of the eighth Liberal Science entitled 

Ars Adulandi, the Art of Flattery to his aunt Lady Mildred Cooke Cecil, Lady 

Burghley, elder sister of his foster-mother Lady Anne Cooke Bacon. 

  The Art of Flattery printed by William Hoskins was first published in 1576. Only 

two copies of this first edition survive and in some respects these differ from each 

other. The copy of the earliest state of the text is preserved at Bacon’s Alma Mater in 

the Capell Collection at Trinity College, Cambridge. The second copy is held at the 

British Library in which three gatherings have been entirely reset.125 In the ensuing 

four hundred years since its publication the long overlooked and neglected work has 

received scant notice and still remains largely unkown to modern scholarship.126 The 

original edition of The Art of Flattery is largely inaccessible to all but a few specialist 

accredited scholars and thus for more than four centuries has remained unknown and 

unread. For the first time since the late sixteenth century a modern spelling edition 

was made available by Roberta Buchanan in 1984. Unfortunately this modern edition 

was published in Austria under the auspices of Salzburg Studies in English Literature 

at Salzburg University and is now out of print and very difficult to obtain.127 Despite a 

reprimand by the Court of High Commission in July 1576 a second edition of The Art 

of Flattery ‘Newly corrected and augmented’ was printed by Richard Jones in 1579. 

Five copies of this second edition are known to have survived. Three copies remain in 

the UK at the British Library, Bodleian Library, and the National Library of Scotland. 

The other two copies are held at the Houghton Library, Harvard and the Huntington 

Library in the United States. The British Library copy has a variant title page without 

a date. There are a number of differences between the first and second editions. The 

second contains revisions, additions and delitions by its author. The original order of 

the dialogue has been changed and a controversial Fifth Dialogue has been moved to 

the end of the book. The changes in the second edition also includes newly-composed 

verses ‘Dialogue, between the Author and his Book printed in large roman type that 

ends with a large capitalised ‘FINIS’.128 Furthermore the typography in the eight verses 

for a ‘description of the seuen liberall Sciences, into whose company the eight hath 

intruded herself’ which preface the 1576 and 1579 editions have from the first to the 
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second edition been deliberately and very carefully altered. These dates between the 

first and second revised edition coincide with Bacon leaving for France in September 

1576 and returning to England in March 1579. No modern edition of the original 

second 1579 edition has yet appeared.129 A third undated edition, of which as far as I 

am aware, only one copy is known to be extant, lacks a titlepage and the date of its 

publication is conjectured to be 1580.130  

  The series of eight satiric dialogues on the filthy art of flattery written in prose and 

verse is modelled on Lucian’s The Parasite and Erasmus’s Pseudocheus and 

Philetymus and is characterised by a variety of styles and the frequent use of English 

proverbs. The author criticises the insincerity of courtiers and savagely attacks church 

abuses and the corruption of the clergy and in the course of his dialogues denounces 

all forms of vice. The dialogues are all introduced by a rhymed maxim and the first 

includes a pun on the name of its fictional author a device which frequently occurs 

throughout the text: 

 

                                    Full well I do find, that Fortune is blind, 

                                        Her wheel runs by chance: 

                                    When she list to frown, the wise she throws down, 

                                        And fools doth advance.131 

 

   The first dialogue begins in the form of a discussion with the printer William Hoskins 

on Fortune who marvels at the author for seeming to blame Fortune whose favour he 

must have enjoyed from time to time and ‘for the good gifts on you bestowed’. He 

reminds the printer he had been a long time servant of Lady Hope who recommended 

him to the service of the blind goddess Lady Fortune. He was however unable to make 

good at the court of Lady Fortune because he is incapable of flattery and dissimulation 

and as a result Lady Fortune could not help him. He describes a series of encounters at 

court where Lady Fortune unequally bestowed her favours and gifts to an unsavoury 

cast of characters ‘Pierce Pickthank filled his purse, Francis the Flatterer flourished in 

wealth, Crispin the Counterfait was compted a jolly fellow, Davy Dissembler had 

wealth at will and in great estimation’, and life was too short to describe the rest of the 

‘destestable crew of fools, flatterers, and parasites’ that received gifts from blind Lady 

Fortune.132 In their midst he noticed the beautiful Lady Truth who ‘ripped up unto me 

her whole secrets’and how she had escaped the ‘utter subversion, which my worldly 

adversaries have practised against me.’133 Her adversary Lady Pleausre an ‘abominable 

strumpet’ beguiled the world with ‘subtle sleights and secret practices to allure unto her 

filthy delights the affections of mortal men’ winning their hearts save only a very few 

‘whom God ordained to assist me, and chiefly these three noble ladies Faith, Hope, and 

Charity, by which comfortable companions, I was preserved from the deep dungeon of 

despair, into which filthy cave, my enemy Dame Pleasure would have cast me.’134 In 

this the second age Lady Truth, an age in which she was conversant with holy prophets 

and men of God, had endured many battles but it had pleased the creator to send his 

beloved son Jesus Christ to aid her with his divine powers against her enemies. When 

he departed our mortal coil she joined with the apostles to raise up godly Christian 

princes ‘Then was I planted most flourishingly as a goddess on earth, and was 

enthronised in churches by public consent, and my hateful adversary Lady Pleasure for 

shame hid her face, yet ceased she not by secret conspiracy, to molest this primitive 

church (my pompous see) with traiterous heretics’.135 The phrase ‘primitive church’ 

refers to Buchanan points out firstly by way of quoting the OED ‘The Christian Church 

in its earliest and (by implication) purest times’; to which she then adds, ‘Bishop Jewel 
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claims is the foundation of the Church of England’ in his Apology of the Church of 

England, with Buchanan citing its English translation by Lady Anne Bacon: 

 
We have searched out of the Holy Bible, which we are sure cannot deceive, one sure form of 

religion, and have returned again unto the primitive church of the ancient fathers and apostles, 

that is to say, to the first ground and beginning of things, as unto the very foundations and 

headsprings of Christ’s Church.136 

 

For a while the heretics were kept at arms length by Lady Truth’s noble champions but 

as is always the way wealth bewitches the minds of men to the ‘ruin and utter decay of 

my flourishing estate.’ Her adversary Dame Pleasure seeing Lady Truth’s retinue 

wallowing in wealth sent, 
 

secretly amongst them (in disguised attire) these three pernicious hags of hell, as ambassadors 

to parle and treat for peace between them and her: the first was Fleshy Appetite (an impudent 

harlot), the second Pride, the third Ambition, and they so prevailed, that my train became 

friends with her, and rebelled against me. Thus was she advanced, and I thrown down. Then 

was I compelled to seek my habitation among temporal princes, and noble peers, but my 

enemies were so mighty, that they constrained many potentates, to have of me small regard, yet 

the divine power so provided for me, that I was not, nor am not utterly friendless, and being 

advertised by a sister of mine, named Lady Virtue, that I am had in great veneration at this time 

within the realms of England, I am determined to address my journey thither, as well for the 

singular good report that I hear of the most renowned queen of that realm, compared to the 

godly and virtuous Queen of Saba (Elizabeth by name) as also for the good hope and welcome 

unto that famous nation. And in this my wandering pilgrimage, I chanced upon this palace of 

blind Fortune (as thou now seest) wherein I have noted great liberality with no less partiality: 

wise men beat the bush and fools catch the birds, valiant men crack the nuts, but cowards eat 

the kernels.137 

 

The Queen of Sheba was a byword for wisdom. Queen Elizabeth was compared with 

the wise and virtuous Queen of Saba (Sheba) by Bacon in his Shakespeare play Henry 

VII in the speech known as Cranmer’s prophecy at her christening: 

 

                                                                              Saba was never 

                                       More covetous of wisdom and fair virtue 

                                       Than this pure soul shall be. 

                                                     [Henry VIII: 5:4:23-5] 

 

Our author vows that if Lady Truth came to England ‘I will be your man’ and introduce 

her, where he assures her she will be nobly received, to the court, the city, and the rest 

of the country.   

  In the year prior to his death, Bacon issued his third and final version of his Essays 

comprising fifty eight essays of which twenty-nine were new. Placed first in the edition 

is his famous essay ‘Of Truth’ the subject which from the early days of his youth to the 

end of his days was of the utmost importance to him, is given prominence and pride of 

place. It begins with the memorable line ‘What is Truth? said jesting Pilate; and would 

not stay for an answer.’ The striking phrase ‘What is Truth’ is taken from John 18:38. 

When Pilate delivered up Christ for execution ‘Jesus answered….for this cause came I 

into the world, that I should bear witness unto the truth...Pilate saith unto him, What is 

Truth?’138 The Truth as Bacon knew and implied in the opening line is complex and 

multi-dimensional, and often proves elusive and for a time unrecoverable, and so too its 

method of delivery (exoteric and esoteric), which he discussed in his Advancement and 
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several other works, yet despite its infinite complexity and varied methods of delivery, 

it is, as with all great philosophers, the subject most loved by him and dearest to his 

heart:      

 
…yet truth, which only doth judge itself, teacheth that the inquiry of truth, which is the love-

making or wooing of it, the knowledge of truth, which is the presence of it, and the belief of 

truth, which is the enjoying of it, is the sovereign good of human nature. The first creature of 

God, in the works of the days, was the light of the sense; the last was the light of reason; and 

his sabbath work ever since, is the illumination of his Spirit. First he breathed light upon the 

face of the matter or chaos; then he breathed light into the face of man; and still he breatheth 

and inspireth light into the face of his chosen. The poet that beautified the sect that was 

otherwise inferior to the rest, saith yet excellently well: It is a pleasure to stand upon the shore, 

and to see ships tossed upon the sea; a pleasure to stand in the window of a castle, and to see a 

battle and the adventures thereof below: but no pleasure is comparable to the standing upon 

the vantage ground of Truth, (a hill not to be commanded, and where the air is always clear and 

serene,) and to see the errors, and wanderings, and mists, and tempests, in the vale below; so 

always that this prospect be with pity, and not with swelling or pride. Certainly, it is heaven 

upon earth, to have a man’s mind move in charity, rest in providence, and turn upon the poles 

of truth.139 

 

   The first dialogue in the Art of Flattery dominated by Lady Truth naturally leads to 

the second dialogue and the author’s direct confrontation with Lady Fortune in person. 

In this second dialogue Lady Fortune takes notable exception to his presumption and 

forwardness telling him although I wink I am not so blind that I cannot perceive that 

you are bold above your degree. Apologising for any offence caused but slyly telling 

her of his joy for her sudden deprivation from blindness the author presents to Lady 

Fortune letters from her cousin Lady Hope requesting that he be taken into her service. 

But Lady Fortune notes that the letter from her cousin Lady Hope contains a clause 

which makes our author unfit for her court, namely, that he is unskilled in the eighth 

liberal science of flattery thus he cannot expect to enjoy either wealth or any special 

favour. He tells her he is not ignorant of the seven liberal sciences-Grammer, Logic, 

Rethoric, Music, Arithematic, Astrology and Geometry, but he had never heard until 

now of the eighth ‘Wherefore I pray you Madame vouchsafe to let me understand 

somewhat of this science at your hands.’ Lady Fortune, instructs him in the science ‘it 

is called Ars adulandi, and well deserveth to be reckoned among the liberall sciences 

and may be called Scientia liberalissima because it hath more liberality contributed 

unto it then is to any other art, and of itself liberally bestoweth her skill on as many as 

are willing to study the same. It consisteth more in practices then on precepts, and the 

first principle of it is this, qui nescit simulare, nescit vivere. He that knoweth not how 

to dissemble cannot tell how to live. Now that I have directed thee thus far in this 

science, go study the same diligently, and practise it effectually, and then come unto 

my court again.’ Barely concealing his sarcasm and contempt he asks her is there any 

university where this science is studied?: 

 
It is both studied and practised throughout the world, and thou mayst have instructors in every 

city, town, village, and hamlet, yea and almost in every private house, wherefore learn with 

speed, or else live like a very fool, and so farewell, for I can no longer attende thee.140 

 

After Lady Fortune departs he unleashes his scorn: 
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                                           Farewell thou forward frowning dame  

                                                 The fautor still of fools: 

                                           I list not learn they fawning lore, 

                                                I loathe thy flatt’ring schools. 

                                            

                                            For tract of time by tryed truth, 

                                                  Shall turn thy whirling wheel: 

                                             And throw him from thy tickle top, 

                                                   To tumble at thy heel. 

 

                                             My dreary date shall drive the line, 

                                                  The Atrops’ fatal blade: 

                                             Ere I unto thy filthy art, 

                                                  Will frame my living trade. 

 

                                             Let greedy need make old wives trot, 

                                                   To fill their rusty hutch: 

                                             Let Gnato feed his hungry paunch, 

                                                   I list not to be such. 

 

                                            Let Aristippus’ cogging skill, 

                                                   The itching ears still rub: 

                                            And I with plain Diogenes, 

                                                   Will tumble in a tub. 

 

                                             Where we with roots will take repast, 

                                                   With conscience clear possest: 

                                             Before fine fare, with tongue in mouth, 

                                                    Quite from the heart in breast. 

 

                                            Adieu therefore thou doting dame, 

                                                    I do disdain they skill: 

                                            And while I live against they lore,                       

                                                    I will direct my quill.141    

 

  In The Advancement of Learning Bacon presents a very complex, detailed and lengthy 

exposition on what he calls ‘The architect of fortune, or the conduct of life’:142 

 

…it may appear at the first a new and unwonted argument to teach men how to raise and make 

their fortune; a doctrine wherein every man perchance will be ready to yield himself a disciple, 

till he see the difficulty: for Fortune layeth as heavy impositions as Virtue; and it is as hard and 

severe a thing to be a true politique, as to be truly moral. But the handling hereof concerning 

learning greatly, both in honour and in substance: in honour because pragmatical men may not 

go away with an opinion that learning is like a lark, that can mount and sing and please herself, 

and nothing else…in substance, because it is the perfect law of the inquiry of truth…143 

 

The subject exercises him again in his essay Of Fortune: 
 

It cannot be denied, but outward accidents conduce much to fortune; favour, opportunity, death 

of others, occasion fitting virtue. But chiefly, the mould of a man’s fortune is in his own hands. 

Faber quisque fortunae suae, saith the poet [Each man is the maker of his own fortune]…if a 
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man look sharply and attentively, he shall see Fortune: for though she be blind, yet she is not 

invisible. The way of fortune is like the milken way in the sky; which is a meeting or knot of a 

number of small stars; not seen asunder, but giving light together. So are there a number of 

little and scarce discerned virtues, or rather faculties and customs, that make men fortunate. 

The Italians note some of them, such as a man would little think. When they speak of one that 

cannot do amiss, they will throw in into his other conditions, that he hath Poco di matto [‘A bit 

of a fool’ corresponding to the English proverb ‘Fortune favours fools’]. And certainly there be 

not two more fortunate properties, than to have a little of the fool, and not too much of the 

honest. Therefore extreme lovers of their country or masters were never fortunate, neither can 

they be. For when a man placeth his thoughts without himself, he goeth not his own way. An 

hasty fortune maketh an enterpriser and remover; (the French hath it better, entreprenant, or 

remuant;) but the exercised fortune maketh the able man.144 

  
  The third dialogue in The Art of Flattery is headed by a proverb comparing a friar with 

a very sly crafty fox whom the author instinctively knows is a flatterer and is likewise 

susceptible to flattery:  

 

                                     He that loves to be flattered is worthy o’th’ 

                                     flatterer. 

                                           [Timon of Athens: I: 1: 229-30]          

 

To draw out a confession of his unspeakable practices the author appeals to his vanity 

by telling him how joyous it is that he has met with another noble doctor at whose 

hands he hopes to acquire more skill ‘I pray you master friar let me be your companion 

this day, for I am already inflamed with the love of your company.’145 Easily ensnared 

the friar tells our author that he is an ‘ancient pratitioner’ of the ‘eighth liberal science, 

which is a very profitable art, wherein (I judge by thy estate) thou art utterly ignorant.’ 
146 Working him well our author says he assumes that because he is well acquainted 

with the seven liberal sciences and other good studies, this is the reason why he is such 

a master of the eighth. But the friar has no time for good learning and dismisses those 

as fools who waste their time in other matters ‘wherefore I have set aside all other 

studies to attain to the very perfection of this only art, whereby I am welcome 

wheresoever I come. The name of it is, Ars adulandi, the art of flattery, and there 

belongeth unto it, glozing, cogging, doubleness, dissimulation, jesting and railing, with 

many other branches as in practice is very easy to be learned.’147 What follows is a tale 

of lapsed morality. Initially, unskilled in the black arts of flattery and deciet the friar 

would give wholesome and godly counsel to women and children of his flock but soon 

learned his sermons in righteous living were less than welcome and when the women 

and children saw him entering their villages they would shut up the doors against him. 

Realising the way of the world he chose instead to abuse his position and shamefully 

betray his sacred trust by seducing gullible housewives with flattery and deceitful tales 

knowing we ‘are not suspected because we are accounted men mortified from fleshly 

lusts, and are authorised to shrive secretly both men and women.’148 There were no 

depths the flattering friar and his kind would not stoop to, and if money was to be had, 

all the better. The author asks if it was he that recently preached to highway thieves 

approving them ‘worthy members of a common wealth, comparing them in many 

points unto Christ?’ No it was not, he replied, but ‘I know him and commende him, for 

he was a wise fellow and made a learned and profitable sermon.’ The friar preached not 

for the ordinary six shillings and eight pence but for ten pounds or more ‘And truly to 

gain half the money (although it stand not with my profession to handle money) I will 

affirm that thieves ought to be rulers, and not to be ruled, yea and are worthy to be 
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canonized among the saints, when the year of Jubilee cometh.’149 The author roundly 

condemns his filthy trade and compares the flattering friar to the wicked Julian 

Apostata, 

 
..whose end may be a mirror to the terrible example of all runnagates, of which number thou art 

a captain, most blasphemously belying the holy spirit of God, with thy forged inspiration, not 

unlike that false seducing prophet Machomet who with his forged inspirations unto this day 

beguileth the Turks. So that thou hast denied Christ our saviour, who in the general judgment 

will also deny thee, except (by his special grace) thou repent….And also, whereas thou art 

utterly unlearned in any good art or faculty, thou art not to be taken for a member (much less a 

minster) of Christ’s church, but to be whipped out of the same, as one for whose cause the 

word of God is evil spoken of, for thou and such as thou art, have been the ruin and overthrow 

of many goodly houses, to the great annoyance of poverty, and of such buzzards as thou art are 

too many in these days, that maketh the world in fear of a second subversion (which God 

forbid). Thirdly, thy liking and allowing of blasphemous doctrine, comparing Christ our 

saviour to wicked and abhominable thieves, is most stinking, and destestable.150 

 

                                  Thou sublte, perjured, false, disloyal man, 

                                  Think’st thou I am so shallow, so conceitless 

                                  To be seduced by thy flattery, 

                                  That hast deceived so many with thy vows? 

                                  [The Two Gentlemen of Verona: 4:2:92-95]                                

 

                                                                     He is a flatterer, 

                                  A parasite, a keeper-back of death, 

                                  Who gently would dissolve the bonds of life, 

                                  Which false hope lingers in extremity. 

                                                 [Richard II: 2:2:69-72]  

 

                                  No visor does become black villany 

                                  So well as soft and tender flattery. 

                                              [Pericles: Scene 18: 38-9] 

             

   In ‘The Fourth Dialogue between the Author, and Fortunatus’ the author advocates 

that men should desire reason and wisdom over the temporal treasures of the world and 

that the art of flattery is not only ultimately injurious to the practioner but it also gives 

rise to other abominable vices such as ingratitude. When Fortunatus first arrived at 

court he too lived a simple life. But experience soon taught him this was not the road to 

advancement and preferment, so he applied himself to a more profitable trade to learn 

and practice the eighth liberal science by which route he would obtain Fortune’s special 

favour. To secure his rise at court Fortunatus took notice of those on whom Fortune 

most commonly smiled and discovered it was those who acted as her minions and thus 

decided he could secure his own advancement by being a minion to a patron who was 

himself Fortune’s minion, with the dialogue turning into an examination of the dubious 

relationships between artists or writers, and their patrons. Framing himself to one of 

Fortune’s minions whose interest in literature and inflated notion of his own learning 

left him very vunerable to flattery ‘by skilful insinuation, that (what with my cunning 

adulation and deep dissimulation) I crept even into the very bowels of his secrets. Then 

began I to magnify and extol the wisdom, prowess, fame, and renown of his noble 

master, yea, (and I may tell thee) far above his deserts, and doubting least my words in 

commending him, should not be brought to his ears, I compiled a pleasant pamphlet, 
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and dedicated the same unto him, in the preface whereof I fed his vainglorious humour 

with magnificent title and terms.’151 The device worked so well that within a short time 

he ‘grew into greater favour then was my first master, his man before specified: so that 

I was not Lady Fortune’s minion’s man’s man, but Lady Fortune’s minion’s fellow. 

And not long after that, by my daily access unto Lady Fortune’s presence, and my 

cunning skill in Adulation, wherein I was an absolute scholar, I had the charge of her 

whirling wheel in my own hand, to advance whom I liked, and throw down whom I 

listed.’152 Fortunatas tells the author to dispense with his threadbare attire and by credit 

aspire to the lastest fashion and to be more brave and apply himself to the noble science 

of Adulation so he too can receive preferment. The author upbraids him for his flattery 

which he accounts no better than knavery and rather than participate in this art he 

would prefer to live beggarly and as for your bravery ‘it is maintained with double 

thievery, which is almost as ill as usury’; and as if to give further emphasis to his 

distaste of usury and moneylenders it is stated in the margin ‘A thief is almost as ill as a 

usurer’,153 before proceeding to vehemently attack usurious merchants, landlords and 

courtiers who prey on poor honest working labourers:  

 
I heard one say of late that all worn in the court is not paid in the city, but let the merchant look 

to that, and as for poor husbandman who toileth for the living not only of himself and his own 

family, but also of the commonwealth, findeth the cost of your bravery in his fines and rents, 

but the best is, whereas he was wont to ingurgitate himself in your kitchen, by surfeiture, now 

he is moderated, and may return from thence with a good appetite, for your beef is on your 

back, and the rest of your wonted victuals converted by strange metamorphosis, into breeches, 

and bravery. But as for my mistress your wife, I will not say she weareth in her kirtle the poor 

man’s ox, nor in her velvet gown the bankrupt’s stock. If these be the fruits of flattery, for 

God’s sake (sir) learn some new trade of fresher fashion, and study the art of truth (which God 

will prosper): for truth in the end shall prevail, and so shall God bless your store and increase, 

both in the field and in the kitchen, in the house and in the barn, when bravery shall be turned 

to beggary and beauty to baldness. And as touching you politic practice at your first entry into 

Fortune’s court, I say no more, but wish that as many as love flatterers’ tales had Midas’s ears. 

Whereof (gentle Master Philodoxus) I bid you adieu, with this motion, or caveat: Respice 

finem. [Margin: All is well that ends well (my italics)].154    

 

   Throughout his life Bacon had a complex relationship with usurers or moneylenders 

and it agitated his mind and pen on a number of occasions. An undated proposal for the 

legislation concerning one form of usury ‘A Draught of an Act Against Usurious Shift 

of Gain In Delivering of Commodities Instead of Money, made by the Lord Chancellor 

Bacon, found among his Lordship’s papers by Dr. Rawley, and recommended by him 

to be published’ was first printed by Blackbourne in his edition of Bacon’s Works.155 

He also drafted a paper to control usury entitled ‘Usuary and the Use Thereof’,156 which 

is very similar to his essay Of Usury which Bacon afterwards printed in the final 

edition of his Essays published.157 In his essay Of Usury Bacon mantains a pragamatic 

approach to moneylending weighing the fors and againsts of a necessary evil which 

while necessary and perhaps impossible to stamp out needs to be tightly controlled and 

regulated, but it remains more than clear that he has no love of it: 

 
Many have made witty invectives against Usury. They say that it is a pity the devil should have 

God’s part, which is the tithe. That the usurer is the greatest Sabbath-breaker, because his 

plough goeth every Sunday. That the usurer is the drone that Virgil speak of; 

 

                                       Ignavum fucos pecus a praesepibus arcent.  

                                  [‘They drive the drones a lazy herd, from the hives’]. 
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That the usurer breaketh the first law that was made for mankind after the fall, which was, in 

sudore vultus tui comedes panem tuum; not, in sudore vultus alieni; [in the sweat of thy face 

shalt thou eat bread-not in the sweat of another’s face.] That usurers should have orange-tawny 

bonnets, because they do judaize. That it is against nature for money to beget money; and the 

like. I say this only, that usury is a concessum propter duritiem cordis: [a thing allowed by 

reason of the hardness of men’s hearts:] for since there must be borrowing and lending, and 

men are so hard of heart as they will not lend freely, usury must be permitted.158 

 

  For long periods in his life Bacon was forced to live a life on credit and died heavily 

in debt. The records show that from the early 1590’s Bacon was already heavily in debt 

and was borrowing money from creditors against land he owned and when he was 

unable to repay them his brother Anthony paid off many of Francis’s debts, mortgaging 

and selling estates inherited from his father Nicholas Bacon.159 In Trinity Term 1597 a 

goldsmith and moneylender one Giles Sympson of Lombard Street who held a bond 

from Bacon for £300 sued him for repayment but had agreed to respite the satisfaction 

until the start of the next term. But without any warning a fortnight before Michaelmas 

Term Sympson served an execution on Bacon and had him arrested as he came from 

the Tower where he had been engaged on her Majesty’s service in the examination of 

John Stanley, acused of involvement in a conspiracy to assassinate Queen Elizabeth. 

The money lender Sympson sought to have Bacon thrown into the Fleet prison but he 

managed to get a message to his friend the sheriff and was at once transferred to a 

house in Coleman street from where he sent urgent messages in the form of two letters 

to his cousin Robert Cecil, Secretary of State and Sir Thomas Egerton, Lord Keeper of 

the Great Seal. In his letter to Lord Keeper Egereton he informed him the moneylender 

Sympson was ‘a man noted much, as I have heard, for extremities and stoutness upon 

his purse: but yet I could hardly have imagined, he would have dealt either so 

dishonestly towards myself, or so contemptuously towards her Majesty’s service.’ He 

had, he continues, attempted to contact ‘this Lombard (pardon me, I most humbly pray 

your Lordship, if being admonished by the street he dwells in, I give him that name)’ 

but ‘Neither would he so much as vouchsafe to come and speak with me to take any 

order in it, though I sent for him divers times, and his house was just by; handling it as 

upon a despite, being a man I never provoked with a cross word, no nor with many 

delays. He would have urged it to have had me in prison; which he had done, had not 

sheriff More, to whom I sent, gently recommended me to an handsome house in 

Coleman Street, where I am.’ He petitioned the Lord Keeper to send for Sympson ‘to 

bring him to some reason’ telling him he had ‘a hundred pounds lying by me, which he 

may have, and the rest upon some reasonable time and security; or, if need be, the 

whole; but with my more trouble.’160 What came of the matter is not recorded but about 

this time Bacon was writing his Shakespeare play The Merchant of Venice.  

   The play was entered on the Stationer’s Register on 22 July 1598 and he was still 

improving and adding to it in the September and beyond when he was arrested for debt 

before it eventually appeared in print for the first time in 1600. In the play Antonio 

(obviously based on his brother Anthony) hazarded all of his finances for his friend’s 

sake Bassanio by taking out a loan of 3,000 ducats for 3 months with the Jewish usurer 

Shylock for the wooing of Portia the heiress of Belmont. Following the shipwrecked 

losses of Antonio’s fortune Shylock refuses all payments of the loan and insists on his 

pound of flesh. In the fourth dialogue of The Art of Flattery in the paragraph where its 

author states ‘A thief is almost as ill as a usurer’ he writes ‘let the merchant look to 

that’,161 which is reminiscent of the famous and well-known repeated retort of Shylock 

when faced with pleas of mercy ‘let him look to his bond.’ 
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  A couple of pages later at the beginning of the fifth dialogue one of its characters Sir 

Simon is made to say ‘Better thrift then you are ware of, for the bowl was spiced with a 

hundred duckets, which spice sunk to the bottom that all men could not see it.’162 Its 

modern editor Roberta Buchanan observes that ‘The ducat, immortalized by Antonio’s 

negotiations with Shylock was a Spanish coin valued under Philip and Mary at 6s. 8d.’ 

adding ‘A hundred ducats would be £33 6s. 8d.’163 In A Merchant of Venice the loan is 

for 3,000 ducats over 3 months which if the nulls (000) are dropped gives us 33 Bacon 

in simple cipher. In the Art of Flattery the bowl is spiced with a 100 ducats, the number 

equals Francis Bacon in simple cipher and allowing for fluctuations it appears a ducat 

was worth approximately 33 pounds, again Bacon in simple cipher. The above passage 

is set in the 1579 edition of The Arte of Flattery as follows: 

 

                                Sir Simon. Better thrift then you are ware of, for the 

                            boale was spiced with a hundred Duckets, which spice 

                            sunke to the bottom that all men could not see it.164 

 

It is worth noting the second line containing the phrase a hundred duckets (100=Francis 

Bacon in simple cipher) a comma is placed after ‘Duckets’ comprising up to this point 

33 letters Bacon in simple cipher and the last line contains 39 letters F. Bacon in simple 

cipher. 

  Furthermore the usurer paragraph in the fourth dialogue ends with the line ‘Wherefore 

(gentle Master Philodoxus) I bid you adieu, with this motion, or caveat Respice finem’ 

and directly opposite it there is written in the margin ‘All is well that ends well’ used 

by Bacon for the title of his Shakespeare pay All’s Well That Ends Well with the Latin 

proverb Respice finem (Look to the end) used by Bacon in The Comedy of Errors: 

 

                                                                           Mistress, respice finem- 

                            respect your end-or rather, to prophesy like the parrot, 

                            ‘Beware the rope’s end’. 

                                        [The Comedy of Errors: 4:4:42-4] 

 

   The fifth dialogue ‘between Sir Simon the parson of Polle Jobbam, and the Author’ is 

a savage satire on the corrupt clergy. The author subtely gains the trust of Sir Simon by 

appealing to their old acquaintance recalling a time when he was content ‘to live as 

barely as I, and other your poor neighbours’ to which he responded ‘That I lived barely 

I confess, but that it contented me I deny, wherefore I directed my study to the Art of 

Flattery: wherein I found such savour, that I set aside all other studies, and dedicate 

myself wholly to that, in which art I am now an absolute schoolmaster, and if thou once 

tastedst the sweetness thereof, thou wouldest reject thy stoical study, and become a 

philosopher of our sect.’165 The author asks Simon how he put this kind of philosophy 

to use. He firstly recounts the familiar story of a wordly fall from grace. In his sermons 

against the abuses of the day regardless of station, rank or degree he spared not any 

lord or lady in reproving their sin and wickedness and especially railed against the 

selling of benefices ‘For this and the like doctrine I was hated of many, and loved of 

few.’166 Whereas on the the other hand he saw how fellow preachers ‘could cunningly 

claw the itching ears of vainglorious men, and like Protheus convert themselves into 

sundry shapes, by means whereof livings were poured into their laps.’167 He thereafter 

abondoned his former sermons, rejected his solitariness, shut up his study and books 

and sought out the ale-house and became a boon companion to all and sundry ‘With the 

papist I was a papist: with the protestant an earnest gospeller, in the new found Family 
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of Love, I was a loving companion: among grave men, ancient: with wild oats, 

youthful: among gamesters, a good fellow: and finally, a man of all assays.’168 He soon 

found his credit began to increase ‘and those that before spake evil of me, now gave me 

good report, and in short space I had more livings heaped on me, then law would 

permit me to receive, but I would refuse none.’169 Humouring him the author pretends 

to greatly marvel at his devices only to ask how he is able to reconcile his conscience in 

preaching according to his function to draw out his full strategems ‘I preach very often, 

and that with great commendations, for when I am in pulpit before nobles and peers of 

the realm, I tend my invectives wholly against the insatiable covetousness of the 

country man, with the subtilty that is in them harboured under the cloak of simplicity, 

and how they beat their brains only about wordly affairs, omitting first to seek the 

kingdom of God, and the righteousness thereof, according to the commandment of our 

master Christ, etc. And likewise of the lawyers that unconscionably take fees, by whom 

controversies are rather maintained, then ended. And when I preach in the city, and 

before lawyers, I declaim against both the courtier and the country occupier, whose 

dealings are so unconscionable towards the merchant, that he causeth many rich and 

wealthy merchants to become bankrupt. Again in the country, I preach that the pride of 

landlords is the impoverishment of the commonwealth, whereby also vice is nourished 

and virtue decayed, and that the disguised attire of men and women, maketh them seem 

more like monsters then human creatures. And in all my sermons, I have one pleasant 

dogtrick or other to delight my auditory, which merry conceit is committed to memory, 

when the rest of the doctrine is neglected.’170  

  Sir Simon tells the author he will reveal further ‘sinister practises’ that he has put to 

his ends which he insists should ‘be buried in the sepulchre of thy secrets’,171 telling 

him how for a while he cast of the office of priesthood and became a practitioner of the 

law during which period he traded in all kind of merchandise especially in minerals. It 

so happened however that a certain Archdeacon in the ‘province of Tesremos’ 

(anagram of Somerset) died while Simon ‘was at Slew a city of the said province’ (an 

anagram of Wel[l]s) after whose death he ‘took new orders, and became a new old 

priest again’.172 As the Archdeacon of Wells he got his hands on ‘fat benefices’ but 

unfortunately ‘the world smiled and spake of me much shame.’173 Undeterred Simon 

fronted it out with a ‘brazen face, and devised means to win new credit’ by making 

himself a companion and the friend of powerful lords of the realm, knights, esquires 

and gentlemen whose countenance rehabilitated him.174 Having heard enough of his 

foul practices to conclude with Sir Simon the author asks what is the ‘price of a good 

benefice in your country? for I know that you are both a merchant and a factor for other 

chapmen’ (a trafficker in benefices). This it is emphasized in the margin is ‘A secret 

not to be publicly known’ or in the words of Sir Simon ‘that is such a secret as I list not 

reveal unto you for doubt lest I be shent. But if thou wilt study my art, I will be thy 

reader, and then thou shalt both know the order, and enjoy the fruits thereof.’175 With 

their exchange at an end the author vehemently denounces his despicable vices: 

 
Verily Sir Simon, I do so much detest and abhor the study and practice of that filthy science, 

that I will rather suffer any worldly penury, then be a follower of thy sect, and now I cannot 

choose but declaim against all thy practices, as thou hast particularly recited them unto me. 

And first to begin with, whereas thou hast acknowledged thy return from gravity to knavery, 

from holiness to hollowness, from light to darkness, from truth to lying, and from sincerity to 

flattery, for this thy notable apostasy, thou deservest to be baffled here on earth, and to be 

installed the Archdeacon, or rather Archdevil of Pluto’s infernal court.176 
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                                                      I’ll see her damned first 

                                 To Pluto’s damned lake, by this hand, 

                                 To th’infernal deep, 

                                 Where Erebus, and tortures vile also. 

                                        [2 Henry IV: 2:4:150-54] 

 

                                 I charge thee use her well, even for my charge; 

                                 For, by the dreadful Pluto, if thou dost not, 

                                 Though the great bulk Achilles be thy guard 

                                 I’ll cut thy throat. 

                                        [Troilus and Cressida: 4:5:126-28] 

 

                                                           I do not like this fooling. 

                                  Nor I, by Pluto-but that that likes not you 

                                  Pleases me best.  

                                           [Troilus and Cressida: 5:2:104-105] 

 

                                  This, she? No, this is Diomed’s Cressida. 

                                  If beauty have a soul, this is not she. 

                                  If souls guide vows, if vows be sanctimonies, 

                                  If sanctimony be the gods’ delight, 

                                  If there be rule in unity itself, 

                                  This is not she. O madness of discourse, 

                                  That cause sets up with and against thyself! 

                                  Bifold authority, where reason can revolt 

                                  Without perdition, and loss assume all reason 

                                  Without revolt! This is and is not Cressid. 

                                  Within my soul there doth conduce a fight 

                                  Of this strange nature, that a thing inseparate 

                                  Divides more wider than the sky and earth, 

                                  And yet the spacious breath of this division 

                                  Admits no orifex for a point as subtle 

                                  As Ariachne’s broken woof to enter. 

                                  Instance, O instance, strong as Pluto’s gates:  

                                  Cressid is mine, tied with the bonds of heaven.   

                                      [Troilus and Cressida: 5:2:140-157] 

 

                                 All the contagion of the south light on you, 

                                 You shames of Rome! You herd of-boils and plagues 

                                 Plaster you o’er, that you may be abhorred 

                                 Farther than seen, and one infect another 

                                 Against the wind a mile! You souls of geese 

                                 That bears the shapes of men, how have you run 

                                 From slaves that apes would beat! Pluto and hell:  

                                                 [Coriolanus: I:5: 1-7] 

 

                                      Then, when you come to Pluto’s region,                     

                                      I pray you deliver him this petition. 

                                      Tell him it is for justice and for aid, 

                                      And that it comes from old Andronicus, 
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                                      Shaken with sorrows in ungrateful Rome. 

                                               [Titus Andronicus: 4:3:13-17] 

 

                                                                           Pluto sends you word 

                                      If you will have Revenge from hell, you shall. 

                                               [Titus Andronicus: 4:3:38-9] 

 

   Not content with sending a venal and corrupt Sir Simon to Pluto’s infernal hell using 

the authority of the Bible the author assures him that his final day of judgment will 

come when he stands ‘before the tribunal seat of Christ, and all thy filthy facts shall be 

then laid before thy shameless face’.177 Drawing on St Paul’s rules to Timothy, citations 

from John (VIII. 46) ‘Quis ex vobis potest me arguere de pecatto’, ‘scrutator cordis’ 

from Jeremiah (XVII. 10) ‘Ego Dominus scrutans cor’ (I the Lord search the heart’ or I 

Chronicles (XXVIII. 9) ‘Omnia enim corda scrutatur Dominus’ ‘for the Lord searcheth 

all hearts’ he rounds off with a citation emphasised in the margin from ‘Ezekiel 33’ 

(not least perhaps because 33 is Bacon in simple cipher) ‘they are not by thee rebuked, 

but shall die in their own sin, and their blood shall be required at thy hands, and also (as 

I have heard of thee) thou hast honest terms to cloak these forenamed vices.’178 

   The contrasting sixth dialogue ‘between Pierce Pickthank drunken Dickon, Dame 

Annat the Alewife, and the Author’ moves from the denunciation of the corrupt clergy 

to the rhetoric of the tavern between the three dramatic characters and the author. The 

dialogue correctly observes Edward Clarence Wright ‘contains elements of the drama 

in the stage-setting device of putting the dramatis personae in the scenic background of 

a tavern.’179 The sixth part of The Art of Flattery situated in a tavern sets the scene for a 

three way dialogue between Pierce Pickthank, Dickon and Annat. Pierce Pickthank and 

Dickon are suffering as they have ‘racked and cracked our credit so long until it is not 

worth one pot of ale, and my throat is so dry, that a man may grate a ginger on my 

tongue.’180 Pierce Pickthank urges Dickon to flatter Hostess Annat ‘in the best manner 

thou canst, and yet I dare jeopardy my cap to forty shillings, thou shalt have but a cold 

suit.’181 Thinking she is out of earshot Dickon assures him our Hostess Dame Annat is 

as ‘friendly a wench as any is in this land, and she loveth a good fellow very well’, but 

she rebuffs him as a drunken knave and tells him ‘that flattering face of thine shall cost 

me a glass of dissembling water.’182 In jest he retorts keep your dissembling water for 

your other guests ‘Pierce the promoter’, ‘Crispin the conterfait’, ‘Milo the makeshift’ 

for he wants nothing more than one pot of ale. But Dickon has no money to pay for it 

and the Hostess tells him she can not pay the brewer with fair words. Pierce tries to win 

her over with flattery praising her looks ‘you look so young and smooth’. The brazen 

flattery as its desired effect and the Hostess grants him two or three pots of ale but she 

steadfastly refuses to do the same for Dickon being too well acquainted with his 

condition to give him any credit. Pierce points to the lesson in the art of flattery which 

is noted by Dickon who perceives how women like being praised for their youth and 

beauty, an art he acknowledges mastered by his drinking companion. The flattering 

works its stuff on its great practitioner and Pierce suitably flattered turns to Dickon and 

tells him that the both of them ‘are apt scholars in the eighth liberal science.’183 In an 

address to the reader the author apologises for the ‘drunken dialogue’ but justifies it by 

the literary precedent of Erasmus of Rotterdam who ‘used to place pleasant pamphlets 

in the midst of serious and grave matters, as well as for the recreation of his readers, as 

also to display and thereby taunt the follies and trifling fantasies of all sorts of people.’ 
184  
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   The author paints a picture of his protagonists. The drunken Dickon represents all 

manner of ‘roisters, rakehells, and drunkards’, a saucy jester and a merry knave who in 

the company of ‘lusty swearers’ out swears them all. He is wont to adopt the garment 

of a fool because he knows that wiser men take sport to see fools in a rage and so he 

will pretend to be in a mad mood when he is not angry at all ‘he is a common cozener, 

and a subtle shifter’, but warns him and his kind that God threatens ‘vengeance both 

upon them and their fatours.’185 His boon companion, the ‘religious dissembler’ Pierce 

‘his condition is to cloak his hollow heart, with holy pretence, and his dissimulation is 

chiefly in matters of religion’.186 In the company of a bishop and others Pierce thinks to 

be zealous in religion comes with a copy of the New Testament or a psalter under his 

arm, as if his special care were in the reading of the scriptures, ‘under which pretext he 

beguileth both the wise and the learned.’187 Using his very well practiced guile in their 

presence he tailors his conversation with a show of godliness he ‘is a saint outwardly 

and a devil inwardly’.188 To win favour and benevolence with the Protestants he will 

feign how it grieves his conscience that papists held such sway in some men’s hearts 

and on the other hand he will seek out some that he knows to be of the ‘old stamp’ 

telling them of the ‘great anguish that I bear in my conscience, enforceth me to seek for 

the settling and satisfaction of the same at your hands, or some such godly learned man 

as I know to be of upright judgement in the scriptures the true interpretation whereof 

hath been wrested and perverted by the professors of this new religion.’189 The dramatic 

characters Pierce Pickthank, Dickon and hostess Dame Annat find their counterparts in 

Falstaff, Pistol, Bardolph and Mistress Quickly in the Shakespeare plays I Henry IV, 2 

Henry IV and Henry V. In I Henry IV and 2 Henry IV Mistress Quickly is the hostess of 

the Eastcheap tavern, a bawdy house of ill-repute where pockets are picked and in 2 

Henry IV she is one of the principle protagonists in the tavern brawl scene (Act 2 Scene 

4). In Henry V, there referred to as Nell Quickly, she is the host of the Boar’s Head 

Tavern (a pun on the word or name Bacon: a wild boar is a wild pig and bacon is the 

meat from the back or sides of a pig, OED). Sir John Falstaff the comic hero of I Henry 

IV and 2 Henry IV is the very symbol of excessive licentiousness a liar and a thief who 

indulges in gluttony of food and drink surrounded by his followers Pistol and Bardolph. 

In the sixth dialogue the author roundly condemns and rejects Pierce Pickthank and by 

implication his dissolute drunken companion Dicken. He is able to, 
 

profit at all men’s hands, he can frame himself to feed all men’s humours, so cunning is he in 

this filthy Art of Flattery, from which kind of dissemblers, and all others, God shield us, and 

send us his grace, that we may embrace the honest and godly retinue of Lady Truth, and shake 

off all such flatterers and dissemblers, as have hitherunto perverted the natures of men in these 

our days.190  

 

Similarly in his famous reformation speech in I Henry IV Prince Hal states his intention 

to reject Falstaff’s world and everything it represents: 

 

                              I know you all, and will a while uphold 

                              The unyoked humour of your idleness. 

                              Yet herein will I imitate the sun, 

                              Who doth permit the base contagious clouds 

                              To smother up his beauty from the world, 

                              That when he please again to be himself, 

                              Being wanted he may be more wondered at 

                              By breaking through the foul and ugly mists 
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                              Of vapours that did seem to strangle him. 

                              If all the year were playing holidays, 

                              To sport would be as tedious as to work; 

                              But when they seldom come, they wished-for come, 

                              And nothing pleaseth but rare accidents. 

                              So when this loose behaviour I throw off 

                              And pay the debt I never promised, 

                              By how much better than my word I am,                

                              By so much shall I falsify men’s hopes; 

                              And like bright metal on a sullen ground, 

                              My reformation, glitt’ring o’er my fault, 

                              Shall show more goodly and attract more eyes 

                              Than that which hath no foil to set it off. 

                               I’ll so offend to make offence a skill, 

                               Redeeming time when men think least I will. 

                                          [I Henry IV: 1:2:192-214] 
 

  The seventh dialogue between the author and the legendary philosopher Diogenes is a 

noble exhortation of a humble, unpretentiousness and virtuous way of life. In the 

opening verse Diogenes gently chides the author for deserting ‘the fieldish quiet life’ 

for the court. Diogenes had once been a courtier himself at the court of Alexander the 

Great who had won him to Dame Fortune’s court where he had seen ‘the vain delights 

that faded every day’ where all kinds of men waited on the poisoned chalice of favour 

and preferment with its ‘open malice’ and ‘secret spite’.191 Diogenes markedly contrasts 

the ‘frantic folly’ and ‘foolish fancy’ of the court with a simple way of life presented in 

the fable of the country mouse whose needs do not extend beyond the basic necessities 

of life-food, water and shelter. ‘Then to my tub I turn again where I am lord and king’ 

whose land no man desires and no man seeks for his wealth freeing him to boldly speak 

the truth ‘And yet I live in safety’s seat free from the tyrant’s jaws’ telling his friend to 

leave the folly of the court ‘and live with me in rest’ with a ‘quiet heart lodged in a 

contented breast.’192 The author replies in verse telling him ‘No new delight of courtly 

joys/hath drawn me from thy love’ and that he only travelled to Fortune’s court in an 

attempt to ‘learn experience’ in his search for ‘wisdom’ and ‘insatiable knowledge’, a 

place he writes Hamlet-like ‘There saw I wonders very strange/that asketh time to tell,/ 

They think there is no other heaven,/that aye hath been in hell.’193 The author describes 

the bewildering extravagant waste of the daily changing courtly fashions, the insidious 

flattery and hypocrisy, and how dishonesty is the unavoidable currency and lifeblood of 

everyday courtly life: 

 

                              Thy flatterers yet wear silk, drink wine, lie soft, 

                              Hug their deceased perfumes,  

                                       [Timon of Athens: 4: 3: 207-8]  

 

   The flatterer is described by Diogenes by way of the fable of the fox and the raven 

where the former seduces the latter with a flattering oration to yield his pray and he 

asks the author had he not in all his time at court found one faithful friend: ‘Yes verily 

one friend I had/to whom I am much bound’, but he is reluctant to name him as some 

‘would deem I flatter him, if I should write his fame’.194 But Diogenses reassures him 

Truth is not flattery and it need not fear any foe (I Henry IV: 4:1:1-2: ‘If speaking 

truth/In his fine age were not thought flattery’) to which our replies ‘Then mark my 
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words, and covertly/the same I will express’  with which the author ‘covertly’ reveals 

the name of his friend Edmund Harman instigator of The Flower of Fame in an acrostic 

verse: 

                               E rnest hee is in zeale of sacred trueth, 

                               D ebonaire eke, and freend to euery wight: 

                               M odest and meeke, a father vnto youth, 

                               V ertue to further is his whole delight. 

                               N o nigard of the wealth that God him sent, 

                               D espising pride, and with his state content. 

 

                               H is hart doth harbour giftes of heauenly grace, 

                               A mong the poore a patron of defence: 

                               R ight louingly doth learned wightes embrace, 

                               M akes small account of curraunt quoyned pence. 

                               A pacient man in suffring any wrong, 

                               N ot rendring yll again in deede nor tongue:196      

 

And with a pun on the fictitious author’s name Diogenes is made to say in conclusion 

of the seventh dialogue:                                    

               

          Ful well I now perceiue his name, and haue obserued his praise:           Diogenes   

          Such freendes in whom such vertues are be rare in these our dayes.197 

 

  The above acrostic with its noticeable capital letters separated by a space from the 

next non-capitalised letter in the lines is anything but covert and is easily discerned by 

Diogenes and the reader as spelling the name Edmvnd Harman. This is an open form of 

writing, or an exoteric method of delivery in the words of Bacon, for all and sundry to 

understand and see. However aside from the open exoteric method of delivery Bacon 

simultaneously spoke of an esoteric method of delivery, a concealed or hidden form of 

writing best suited for those with the sharpness of wit to pierce the veil. The clue is in 

his use of the word ‘covert’ which he knows and we know is not the case with the open 

example of the above acrostic very clearly spelling out the name Edmvnd Harman. But 

whilst this example is not ‘covert’ what comes below it, is. Here, amusingly, our author 

openly puns on the name of the fictitious author ‘Ful well’ while covertly employing 

the esoteric mixed cipher method of delivery (simple and kay) to conceal his own name 

and that of his pseudonym. The two lines total 103 letters Shakespeare in simple cipher 

and in the margin is written ‘Diogenes’ has 8 letters 103+8=111 Bacon in kay cipher.    

  The celebrated philosopher Diogenes of whom the true author of The Art of Flattery 

professes to be a devoted pupil and follower was the disciple of Antisthenes, the head 

of the cynics. Diogenes dressed himself in the garment of a cynic which doubled at 

night for a blanket and walked about the streets with a tub on his head which served 

him as a house. He had a sharp wit and is famously reported to have walked the streets 

with a lantern in search of an honest man. His singular purpose and great contempt for 

wealth and riches gained for him a universal reputation which eventually reached the 

ears of Alexander the Great, who visited him in his tub. His illustrious guest asked the 

renowned philosopher if there was anything he could grant him. To which he replied 

‘Get out of my light’. This independence of mind so impressed the Macedon monarch 

that he turned to his courtiers and said that “Were I not Alexander, I should wish to be 

Diogenes” a story recounted by Bacon in Advancement of Learning ‘I am glad that men 

shall perceive I am willing to flatter (if they will call it so) an Alexander or a Caesar or 
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an Antoninus....for it is the displaying of the glory of learning in sovereignty that I 

propound myself, and not an humour of declaiming in any man’s praises’:   

 
Observe then the speech he [Alexander] used of Diogenes, and see if it not tend to the true state 

of one of the greatest questions of moral philosophy; whether the enjoying of outwards things 

or the contemning of them be the greatest happiness; for when he saw Diogenes so perfectly 

contented with so little, he said to those that mocked at his condition, ‘Were I not Alexander, I 

would wish to be Diogenes’.198 

 

    The eighth dialogue in The Art of Flattery ‘between Tom Tapster, Miles Makeshift, 

Wat Wily, and the Author’ contrasting the mythological court of Jupiter with the 

realism of lowlife characters of the tavern is again given a stage setting. The dialogue is 

headed by the rhymed maxim: 

  

                                                   Tom Tapster. 

                                       You are welcome gentlemen 

                                          will it please you to go near. 

                                                       Author. 

                                       Such welcome I like not 

                                          that bought is too dear.199  

 

The eighth dialogue is a play within a play or two plays within a play each interrelating 

with the other. The Art of Flattery, observes Edward Clarence Wright, is related to the 

literary genre of the drama ‘Not only are the Dialogues lively enough to be regarded as 

actual speeches in a play, also at least two of them ‘are given a stage setting’.200 In the 

dialogue ‘between Tom Tapster, Miles Makeshift, Wat Wily and the Author, there is 

the literary embellishment of the play within a play when Tom Tapster, the chief 

exponent of flattery as a way of life projects himself, for the benefit of the drunken 

spectator-participants Wily and Makeshift, into the role of the parasitic minion of a 

gullible patron.’201 Similarly the ‘allegory of Jove holding court in Olympus is merely a 

reiteration of the author’s general condemnation of court life. The play within a play 

structure of this allegory is comparable to that of Tom Tapster acting the part of the 

minion to a Lord.’202 As in the rest of the work in which the dialogues are ‘lively 

enough to be regarded as speeches in a play’ there are in the eighth dialogue ‘frequent 

allusions to the theatre and to stage craft’,203 for example in the Tom Tapster dream 

sequence ‘And when Vulcan had played this pleasant Pageant, in came Apollo (as it 

were vpon the stage) to solace Jove with some kind of adulation.’204 The tavern setting 

exudes the ambience and flavour of the tavern scene in 2 Henry IV and as in the sixth 

dialogue the characters share similar characteristics with Sir John Falstaff, Pistol and 

Bardolph ‘As the names suggest, Tom Tapster is the bar tender par excellence-a born 

manager of affairs, a first class raconteur, and, inevitably, a rogue and news monger. 

Miles Makeshift is the natural shifter, a shirker of all honest employment, always 

choosing the line of least resistance. Inevitably he is a parasite….Wat Wily is the crafty 

and irresponsible parasite whose moral justification for cheating is that “to deceive a 

deceiver is no deceit”.205 The opening dialogue immediately sets the dramatic scene: 

 
Miles Makeshift  

 

Sir I perceive right well that you have been accustomed with the flattering entertainment of 

tapsters, unto whom a man’s purse is always better welcome then his person. 
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Wat Wily 

 

In good sooth Tapster, if thou knewest how weak our purses are, thou wouldest give us but 

feeble entertainment. 

 

Tom Tapster 

 

I see you are merry gentlemen and disposed to jest, but if it be as you say, you shall 

(notwithstanding) have so much credit at my hands as your dinner and horsemeat amounteth 

unto, for you seem to be honest gentlemen. 

 

Miles Makeshift 

 

Of our honesty we will make no great vaunts, but that we are gentlemen, and clean gentlemen, 

we will not deny, for I suppose we three cannot make a stock of two pence. But I pray thee 

whereby does thou deem us to be gentlemen? 

 
Tom Tapster 

 

Sir it is a gentle tapster’s courtesy, generally to salute all men by that title, which lesson I first 

learned in the School of Adulation, in which Art I have so profited that I am now a public 

reader thereof: and by my absolute knowledge herein, I can both prove you a gentleman, and 

also emblaze your arms. 

 
Wat Wily 

Thou art a gentlemanlike tapster. 

 

Miles Makeshift 

 

I warrant you he was never begotten without the consent of a gentleman. But tapster, set 

forwards our dinner, and if we lack money, I will promise thee by the faith of a gentleman, to 

pay thee when I come hither next.  

 

Tom Tapster 

 

I take your word, you shall lack no good cheer.     Exit.206 

                                       

                               What’s to do here, Thomas Tapster? 

                                  [Measure for Measure: 1:2:104] 

 

                               Though you change your place, you need not 

                               change your trade. I’ll be your tapster still. 

                                    [Measure for Measure: 1:2:99-100] 

                                        

                                                                        What are you, sir? 

                               He, sir? A tapster, sir, parcel bawd; one that 

                               serves a bad women whose house, sir, was, as they 

                               say, plucked down in the suburbs; and now she 

                               professes a hot-house, which I think is a very ill house 

                               too. 

                                            [Measure for Measure: 2:1:59-64]  
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                                             What trade are you of, sir? 

                               A tapster, a poor’s widow’s tapster.            

                                                                                                       Master  

                               Froth, I would not have you acquainted with tapsters. 

                               They will draw you, Master Froth, and you will hang 

                               them. 

                                    [Measure for Measure: 2:1:190-91 &196-99] 

 

                                             Pompey, you are partly a bawd, Pompey, 

                               howsoever you colour it in being a tapster are you 

                               not? 

                                     [Measure for Measure: 2:1:210-12]                                                       

 

   Sir John Falstaff                    virtue is of so little regard in these  

                              costermongers’ times that true valour is turned 

                              bearherd; pregnancy is made a tapster, and his quick 

                              wit wasted in giving reckonings; all the other gifts 

                              appertinent to man, as the malice of this age shapes 

                              them, are not worth a gooseberry. 

                                             [2 Henry IV: 1:2:169-74] 

 

Sir John Falstaff.   Bardolph, follow him. A tapster is a good trade. 

                              An old cloak makes a new jerkin; a withered 

                              servingman a fresh tapster. 

                                   [The Merry Wives of Windsor: 1:3:15-17] 

                     

                                   revolted tapsters. And ostlers trade fallen 

                                              [I Henry IV: 4:2:28]                                    

                                    

                                  Thou gav’st thine ears like tapsters that bade welcome 

                                  To knaves and all approachers. 

                                           [Timon of Athens: 4:3: 216-7] 

 

                                                                  Besides, the oath of a lover is no 

                                  stronger than the word of a tapster. They are both the  

                                  confirmer of false reckonings. 

                                                         [As You Like It: 3:4:27-9]  

 

                                 For who hath she to spend the night withal 

                                 But idle sounds resembling parasites, 

                                 Like shrill-tongued tapsters answering every call, 

                                 Soothing the humour of fantastic wits?  

                                         [Venus and Adonis: 847-50] 
 

  In Tom Tapster’s dream in The Art of Flattery ‘the reader is transformed from earth to 

an ironical vision of heaven which turns out to be a parody of courtly corruption’,207 

where all the ‘petty gods and goddesses endeavoured with all diligence to curry favour 

by sundry strange and unaccustomed sleights’,208 drawing the wry observation ‘I see 

full well that my science is practiced even among the gods.’209 This art of flattery, 

cunning, deception and lies, and more lies, is a veritable universal vice states the author 
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‘Then came in Mercurius in the habit of a traveller, and he told unto Jove wonderful 

news and monstrous lies, namely English lies, French lies, Spanish, Dutch, Italian, 

Irish, Welsh, Roman, Polonian, Moscovian, Babylonian, and Turkish lies. And to 

conclude, he could set out all manner of lies, with all manner of colours. But it is a 

world to see how acceptably his news were received, and to consider how the ears of 

the gods are delighted with vain fables, and forged fantasies.’210 But our author insists 

‘here began the sport: There stood far off, a simple sot named U. F. [the initials of the 

fictitious author Ulpian Fulwell] and when he saw how Mercury was favoured by his 

fables, and commended for his cogging: persuaded himself, that he by speaking the 

truth should be right well regarded.’211 In a long verse U. F. contrasts the flatterers with 

the figure of Conscience with her ‘homely rags’ who ‘smiles at tyrants that turmoil to 

make their will law’.212She warns Jupiter ‘to look well about’ for the ‘deep dissemblers’ 

who surround him.213 Here the figure of ‘Conscience parallels the allegorical figure of 

Lady Truth in the first dialogue, just as Jupiter’s court echoes the courts of Lady 

Fortune and Fortunatus earlier.’214 There follows in verse what is described as ‘Tom 

Tapster’s Lecture’ where he provides cynical advice to a landlord on how to ruthlessly 

exploit his tenants for which he receives the praise of his companions. Firstly, Miles 

Makeshift ‘O egregious schoolmaster worthy of immortal praise, whose excellent 

cunning joined with singular eloquence meriteth equality with Virgil and Homer, verily 

Master Tapster you are profoundly learned in this noble science of Adulation.’215 

Equally Wat Wily pitches in with his own unbridled praise ‘I have heard many public 

readers in sundry faculties, but the like to him I never heard, for he showeth himself a 

perfect rhetorician, his words are so cunningly couched, that they import much matter 

in few words, every word hath his weight, each syllable his perfect sense, he is pithy 

without prolixity, short, and yet substantial. Finally, his words, his countenance, his 

sweet pronunciation, his comely gesture, with all his other actions, show forth a grace 

(in my judgement) incomparable, and therefore worthy of admiration.’216 Feeling 

pleased with themselves they then invite the author to deliver his judgement in what is 

an emphatic and overwhelming denunciation of vice:  

 
My judgment is thus, that for his excellency in his execrable science, he shall be endued with a 

garland of hemp, and shall take his degree of poetry at the university of Tiburn, for his presence 

will become that place passing well. And because that lecture is very unprofitable where out no 

necessary notes may be gathered, I will show you what I have noted in the discourse of this 

lecture. First that this fellow is to be reputed for a master or captain parasite, which kind of 

people are the perverters of virtuous affections, and corrupters of noble nature, as by his 

detestable persuasions may appear. But let us see how these ungracious graffs were trod under 

foot (as pernicious branches, or rather rotten and stinking weeds) even among the heathen wise 

men. Diogenes noting two of the most noisome beasts of the world, termeth a slanderer the 

worst of wild beasts, and of tame beasts a flatterer. Also Plato accounteth him a friend in 

presence, and a foe in absence, whereof daily experience is a perfect witness. For as a flatterer 

will profess friendship to thee and thy friends, with like protestation of hatred towards thy 

enemies, even so will he (for his belly’s sake) use the like dissimulation with thy adversaries, 

and in the end bewray and betray you both, if any again may grow unto him thereby. 

Wherefore he is right cousin to a dog, whose property is to fawn with his tail on all men that 

will reward him whether they be his master’s friends or foes. But what needs I stand upon the 

invectives of philosophers against flatterers and flattery, seeing the canonical books of the 

Bible are furnished both with examples and documents, whereof I will of a multitude, cite a 

few, for the further displaying and just detestation of that wicked science, whereof Sathan 

himself was the first schoolmaster. Whereby I infer that the students, and practitioners thereof, 

are fit scholars for such a master…..217 
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    A Mirror for Magistrates held up a mirror to the vices and fallen men of times past 

and the Art of Flattery addressed similar time old vices and in keeping with the Mirror 

it more explicitly transferred and applied them to contemporary figures and the present. 

If his principal targets were the flattering courtier and the corrupt clergy our author also 

attacked the excesses of court, parasitical landlords, drunkenness, gluttony, hypocrisy, 

mendacity and lies. The foul vice and insidious art of flattery presented as some kind of 

perverted science of learning is markedly contrasted against the true noble seven liberal 

sciences of Grammar, Logic, Rhetoric, Music, Arithmetic, Astronomy and Geometry. 

This fake imitation of learning was likewise contrasted against his own insatiable love 

of knowledge and wisdom the twin governing principals of his intellect which ruled his 

universal globe for the rest of his life (the twin themes which dominated his first major 

acknowledged treatise The Advancement of Learning and shortly after The Wisdom of 

the Ancients). The cardinal virtues of Truth, Beauty and Wisdom ruled his heart as well 

as his head and proved the guiding principles of his earnest desire to establish bases for 

eternity for the everlasting benefit of humankind which ever after occupied his every 

waking moment. The divine pillars of Goodness and Virtue were the lights that shone 

the way in the eternal battle of good versus evil where love triumphs and the evil figure 

of vice is cast down and no longer poisons men’s hearts and actions.  
    His choice of dedicatee epitomised this pattern of goodness and virtue in a dedication 

free from the contrived vice of flattery one manifestly exuding genuine heartfelt love 

and admiration for the elder sister of his mother who from an early age had instilled in 

him a sense of right and wrong and good and evil. In ‘A dialogue between the Author 

and his Muse, as touching the dedication of this book’, his muse Mildred Cooke Cecil, 

Lady Burghley is a ‘mirror of worthinesse’, the very model of learning and virtue with 

a noble nature, honest and courteous, a pattern of prudence and discretion, for others to 

imitate. Her noble heart which ‘knowes all humanity’, is infused with faith, hope and 

charity and in ‘godlines hir like is rarely knowne’, a patron and inspiration to all true 

learning whose own ‘learning may lifte her fame to the skies’. He is encouraged by past 

favours he has received from ‘her noble spouse’ Lord Burghley and how he received 

his dedication to his previous work The Flower of Fame. Punning on her name (Mild, 

Read, Mild Dread, i.e., Mildred) he humbly hopes she will vouchsafe his work: 

 

                             Where Milde is first, Rede then what doth ensue, 

                             Milde mindes are alwayes matcht with curtesie: 

                             Dread not at all, shee will vouchsafe to view 

                             Thy booke if thou approche with modesty.218 

  

[i.e. Mild Rede…Mild Dread, punning on Mildred]. 

 

He finishes of his hymn to his muse by making her a promise that he will praise her 

noble name for the rest of his days: 

 

                              Then on I goe, God sende me lucky speede, 

                              In humble wise, to craue her favours grace: 

                              Adieu dispaire, on hope my hart shall feede, 

                              With full assurance of her freendly face. 

                              And this I vow, and shall performe the same, 

                                    In prayer to recorde her noble name. 

                                                                While life doth last.219 
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    The verse to his muse is followed by a prose epistle ‘To the Right noble and vertuous 

Lady, the Lady Mildred Burleigh, wife vnto the right honourable Lorde Treasurer of 

England, Vlpian Fulwell wisheth perfect felicitie’: 

 
WHen I had taken a view (right honorable and vertuous Lady) of the great and greeuous 

enormities, that issue from the filthy fountaine of pestilent flattery, the practitioners wherof (as 

it is sayde) are the moste pernitious of al tame Beastes, I was iustly moued, or rather vrged in 

conscience, to display the wicked and impudent exercises of the flattering floake in these dayes 

… 

  I shall not neede to flye to the Poet Homer for his ayde in description of the Syrens, seeinge 

that thus our vnhappy age is furnished with Mermaydes, whose luring songes yeeld such 

daynty and delicate tunes to the ears of ambitious & vaine glorious people, that while they 

seeme to swim in the flood of Fortune, they sink in the stinking puddle of folly: but the wiser 

sorte follow the example of Vlisses for the auoydinge of their sweete venemous 

enchauntments. And as it is well knowen that your L. have stopte your eares against their 

magicall incantations, as a patterne of prudence and discretion, for others, (both therin and in 

all commendable vertues) to imitate: so I am bold, humbly to desire your honour to bee my 

Patronesse in this inuective against that liberal science, which though I haue (by a contrarye) 

termed it the eyghth liberall science, not that is contayneth in it any liberalitie of vertue or 

honest knowledge, yet because benefites are so liberalitye contributed vnto it (as dayly 

experience showeth.) And if any Sycophant wil captiously turne vpon mee, the pyke of this 

edge toole, for any thing in this Epistle vnto you L. contayned, I doubt not but easily to auoyde 

his assault, with a great multitude of witnesses. For the abandoning of which filthy Arte, I 

refrayne to write that which common knowledge and publike report do of your L. worthiness 

dayly testify. And although I may seeme very presumtuous, to aspire to so noble a Patronesse, 

with so slender a present to so learned a Lady, with so rude a Treatise, yet the greatest curtesie 

that I haue both seene and receiued at your L. handes, hath enforced mee to expresse my 

duetifull gratuity, with this my simple & vnpolished peece of worke, in the acceptation wherof, 

I shallbe moste bounded vnto your honour, with my humble & harty prayer vnto almighty God, 

both for you and my good Lorde, whom God preserue to the inestimable comfort of the 

common wealth of this realm.  

 

                                       Your honours most humble, 

                                        Vlpian Fulwell.220 

 

The twin themes of the Sirens and Ulysses were central to Bacon’s fable The Sirens; or 

Pleasure, in The Wisdom of the Ancients: 

 
The Sirens were the daughters (we are told) of Achelous and of Terpischore, one of the Muses. 

…These Sirens had their dwelling in certain pleasant islands, whence they kept watch for ships; 

and when they saw any approaching, they began to sing; which made the voyagers first stay to 

listen, then gradually to draw near, and at last land; when they took and killed them…For this 

evil two different remedies were found; one by Ulysses, the other by Orpheus. Ulysses caused 

the ears of his crew to be stopped with wax; and himself (wishing to make trial of the thing 

without incurring the danger) to be bound to the mast; at the same time forbidding any one at 

his peril to loose him even at his own request…. 

   …The parable concerning the remedies remains to be spoken of: a wise and noble parable, 

though not at all abstruse. For a mischief so fraught with cunning and violence alike, there are 

proposed three remedies; two from philosophy, the third from religion. The first method of 

escape is to resist the beginnings, and sedulously to avoid all occasions which may tempt and 

solicit the mind. This is the waxing up of the ears, and for the minds of ordinary and plebeian 

cast-such as the crew of Ulysses-is the only remedy. But minds of a loftier order, if they fortify 

themselves with constancy of resolution, can venture into the midst of pleasures; nay and they 

take delight in thus putting their virtue to a more exquisite proof…Heroes of this order may 
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therefore stand unshaken amidst the greatest temptations, and refrain themselves even in the 

steep-down paths of pleasures; provided only that they follow the example of Ulysses, and 

forbid the pernicious counsels and flatteries of their own followers, which of all things most 

powerful to unsettled and unnerve the mind.221 

 

                                       Far more, far more, to you do I decline. 

                                   O, train me not, sweet mermaid, with thy note 

                                        To drown me in thy sister’s flood of tears. 

                                    Sing, siren, for thyself, and I will dote. 

                                        [The Comedy of Errors: 3:2:44-47]   

 

                                     This siren that will charm Rome’s Saturnine 

                                     And see his shipwreck and his commonweal’s. 

                                               [Titus Andronicus: 2:1:23-4] 

 

                                     What potions have drunk of sirens tears 

                                      Distilled from limbecks foul as hell within, 

                                      Applying fears to hopes and hopes to fears,  

                                      Still losing when I saw myself to win! 

                                               [Sonnet: 119 lines 1-4] 

 

The opening two verses in the poem ‘A Dialogue betweene the Author and his Muse, 

as touching the dedication of this booke’ prefacing the 1576 and 1579 editions begins 

with the name Mildred Burghley in an acrostic here deliberately made visible: 

 

                                My friendly Muse leaue Parnas hill a while, 

                                I craue thy ayde and counsayle now at needes: 

                                Lende mee thy laurel crown to guyde my stile: 

                                DRED, giues my minde to doubt of lucky speede 

                                    May I be bold this rude booke to address, 

                                     To her who is a mirror of worthinesse. 

                                B lush not at all (thou dastard) in this case, 

                                V nto the best, best welcome is good will, 

                                R efrayne thy doubtes, and hope for fauours grace, 

                                G iue mee the charge to rule thy rusty quill: 

                                LEY all thy care upon her curtesie: 

                                   Whose noble heart knowes all humanitie.222  

 

    On the very first introductory page of The Art of Flattery we are met with an 

acrostic spelling out the name of its dedicatee MILDRED BVRGHLEY and throughout 

the rest of the work there are further examples of these kinds of practices. Its author 

frequently puns on the name of its fictitious author and his initials ‘the first letter of 

my name beginneth with this letter V signifying Vnfortunate, and my surname is 

Fulwell, which beeinge ioyned togeather his Vnfortunate Fulwell,223 and on the name 

Mildred. 
   He also makes use of another cryptic device the anagram (i.e. transposing the letters 

of a word or phrase into another to conceal or disguise its original orientation). For 

example ‘it so happened that a certain Archdeacon in the province of Tesremos [an 

anagram of Somerset] died while I was at Slew [an anagram of Wel[l]s a city of the 

said province.’224 In addition to the above acrostic spelling out of Mildred Bvrghley 
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our author in another acrostic verse spells out the name of Edmund Harman.225 These 

cryptic and linguistic devices are all deliberately made visible for the ordinary minds 

that are able to identify obvious examples of what Bacon described in Advancement 

of Learning (and several other works) as an exoteric or open method delivery at the 

same time as speaking of an hidden esoteric method of delivery for those minds best 

able to pierce through the veil of secrecy.  

   

        
 

Fig. 6 Introductory Page of The Art of Flattery 

 

 

        
 

Fig. 7 Acrostic spelling out EDMUND HARMAN 
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  Found on both the title pages of the 1576 and 1579 editions of The Art of Flattery is 

the following didactic verse that clearly advises the reader not to read it too quickly 

or in a casual manner implying it should be very carefully examined or read for what 

lies beneath the surface: 

: 

                                       Who reades a booke rashly,   

                                           at randon doth runne:                                             

                                        Hee goes on his errand, 

                                           yet leaues it undone.226 

 

In the 1576 edition of The Art of Flattery the poem and dedicatory epistle to Mildred 

Burghley is followed by an address which reads on the surface ‘To the friendly 

Reader, Vlpian Fulvvell’ which at the same time conceals the name of its true author. 

It will be observed that the letter W is printed as two V’s in order to give a cipher 

count of 33 Bacon in simple cipher.227 That the cipher is no accident or coincidence is 

confirmed in the second edition 1579 edition where the spelling is altered but in such 

a way as to retain the cipher as follows ‘To the Freendly Reader, Ulpian Fullwell.’228 

Here the letter W is printed as one letter in the surname ‘Fullwell’, and unlike in the 

1576 edition, it is spelt with a second L, to again provide a cipher count of 33 Bacon 

in simple cipher. 

    The title of the work as it is originally printed is The First part of The eight liberall 

Science: Entituled Ars adulandi, the Art of Flattery implying of course that the eighth 

‘art’ is preceded by seven liberal arts so esteemed by the Rosicrucian-Freemasonry 

Brotherhood. Immediately following the address to the reader is ‘A discription of the 

seuen liberall Sciences, into whose company the eight hath intruded her selfe’, all in 

verse. In the 1576 edition the seven verses for the seven liberal arts are printed using 

the regular form of typography whereas the typography in the same final three verses 

in the 1579 edition (Arithmetic, Astronomy, & Geometry) have been deliberately 

formatted in such a way as to conceal and reveal the hidden signature of its true 

author. However before arriving at the final three verses it is necessary to read them 

all in full, here taken from the 1579 edition: 
 

                                                          Grammer. 
 

                                If learning may delight thy youthfull brest 

                                    If tender yeares to skilfull lore bee bent 

                                Approche to mee, voutchsafe to bee my guest: 

                                    My entertaynement shall thy minde content.  

                                My key in hand shall ope the gate of skill. 

                                My Booke on brest shall teach thy tongue and quill. 
               
                                                             Logick. 
 

                                FRom Grammers Schoole approch to mee with speede, 

                                      Where thou maist learne the rule to reason right, 

                                I geue the fruit, though Grammar sow the seede: 

                                   In mee thou maist decerne the darke from light. 

                                My fastened fist much matter doth import, 

                                Coucht in few wordes fit for the learned sort. 
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                                                          Rethorick. 
                                

                                WHen Grammers grace, and Logickes learned lore, 

                                        Hath deckt thy minde, and mended nature well, 

                                My golden study shall yeeld thee such store, 

                                    Of flowing wordes and phrases that excell. 

                                Lo here with open hand I do display, 

                                The flowing flood of eloquence alway. 

                                                         

                                                            Musick. 
                              

                                WHen mistie clowde of drouping dumpish head 

                                       Doth driue thy minde to plunge in pensiue poole, 

                                The clog of care that soking sorowes bread, 

                                    Is clean shakte of, by entring to my Schoole. 

                                My dainty tunes do yeeld such sugred sap,  

                               As draws ech blisse, and driues eche foule mishap. 
 

                                                          Arrithmetick. 
 

                               BY Sciphering Science, lo my summes I cast,  

                                       By wit and weight, I wonderous thinges contriue, 

                               With bunch of keyes, my counts are lockt vp fast: 

                                   In mee thou maist see how thy wealth doth thriue. 

                               My armes and brest, my legs eke naked bee, 

                                      To shew that trueth and plainesse rests in mee. 
 

                                                           Astronomy. 
 

                               FRom earthly skill vnto the lofty skies,  

                                       My globe and I, will shew the lore of light 

                               Thou shalt foresee what tempest will arise, 

                                    To thee such secrets shall appeare in sight. 

                               That Starres and Planets shall thy mates remain, 

                               And thou a fellow with celestiall traine.      
 

                                                           Geometry. 
 

                               BEholde the Compasse and the other tooles, 

                                      Wherwith I worke such wonders as seeme straunge, 

                               My rule and Quadrant, are no bookes for fooles, 

                                  A learned scull must in my precepts range. 

                               Now when thou hast vs Sisters seauen obtainde. 

                               A worlde of wealth and wisdome thou hast gainde.229 

 

The Baconian-Shakespearean language and use of specific words in the seven verses 

are indicative and revealing. His book, this book, will teach your tongue and pen and 

with this fruit sow a seed for transporting your mind from dark to light. All the words 

and matter will import a great deal to the learned sort and in his rare school golden 

study shall yield such store. By the science of ciphering and deciphering numbers by 

his divine wit he contrives wondrous things and in his (Hamlet-like) globe he reveals 
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shafts of light from which great secrets will appear in sight. Behold the Compass, he 

emphatically exclaims, and other tools with which he works wonders strange, and 

understanding it, provides a key unlocking a world of wealth and wisdom.  

  Anyone remotely familiar with the Bacon-Shakespeare works, his use of language 

and words, his ideas, themes and subject matter, would readily at a glance recognise 

its true provenance and authorship, or its Baconian signature. Yet there is no need for 

he secretly signs it in a similar manner to the one he used to secretly sign The Rape of 

Lucrece. If we look at the last two verses: the first of these verses commences with a 

very large capital F and a capital R yielding the first two letters FR of Francis, a 

contraction Bacon often used when signing his letters. The verse below begins with a 

large capital B, and if a line is drawn directly down from the B, the last two lines 

yield the letters No (in Now) and the letter A commencing the last line which when 

rearranged provide the letters BA ON. So far the anagram yields FR BA ON. All that 

remains to complete its hidden purpose is the apparently absent or invisible letter C 

(the letter C represents the number 100 in Roman numeral and is Francis Bacon in 

simple cipher) which is close at hand. The final verse begins with the word BEhold, 

meaning of course, see or observe, in other words, take a closer look, or read it again, 

and what is it we should see and observe: it simply tells us ‘BEholde the Compasse’ 

instructing us to look at the word Compass with its capital C providing the missing 

letter for FR BACON. Just for good measure in the verse above (‘Arrithmetick’) if a 

line is drawn (a device also used at the end of The Rape of Lucrece) from the letter B 

beginning the last word in the fifth line ‘bee’ through the ‘a’ in the word ‘fast’ which 

is the last word of the third line, on through the first syllable ‘con’ of ‘contrive’ the 

last word of the second line, it yields F BACON all underpinned by the bottom line 

exemplifying his sublime wit ‘To shew that trueth and plainesse rests in mee’. 

  

 

 

 

 

                      

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 8 A Description of The Liberal Sciences 
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  The title page of the 1576 edition of Ars Adulandi or The Art of Flattery is divided 

into three sections for the purposes of the Baconian ciphers inserted within it. The top 

section contains 30 words and 3 dots within the bracket 30+3=33 in simple cipher. It 

also contains 32 italic letters and 1 bracket 32+1=33 again Bacon in simple cipher. In 

total the top section contains 160 letters minus the 3 dots: 160-3=157 Fra Rosicrosse  

 

 

                                                                                                                                                                                                                                                              

 

 

 

 

 

 

 

 

 

 

                                                                                                                                 

 

 

                                                                                                                                 

 

 

 

                       

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 9 Title Page of The Art of Flattery 1576 

W 

 

 

 

 

 

 

 

 

2 

 

 

5 

 

1 

4 

6 

3 

4 

3 

2 

30 

 

 4 

 5 

 1 

 

 5 

 6 

 1 

 

 5 

 4 

 5 

 4 

40 

 

 3 

 5 

 

 7 

 5 

 3 

23 

 

93 

 

L 

 

 

 

 

 

 

 

 

  8  

 

16 IL 

 

 

13 

23 

23 

23 

25 

16 IL 

13 

 

( ) 3 

dots 

20 

20 

 6 

 

 19 

 23 

  6 

 

 20 

 18 

 16 

 17 

165 

 

 

17 

23 

25 

20 

17 

 

 

 

( ) 

103 



75 

 

in simple cipher. The middle section has a sum total of 165 letters which plus the two 

words placed to the side of the verse (‘videto’ and ‘Caueto’): 165+2=167 for Francis 

Bacon (100)/Francis (167). The middle section contains 40 words added to the letters 

40+165=205 which minus the two words to the side of the verse 205-2=203, a double 

simple cipher for Francis Bacon (100)/Shakespeare (103). The bottom section has a 

total of 102 letters which minus 1 bracket and the ‘q’ provides a total of 100 Francis 

Bacon in simple cipher and conversely the 102 letters plus the 1 bracket 102+1=103 

Shakespeare in simple cipher. The whole page contains a total of 93 words, 6 dots 

and 1 ‘q’: 93+6+1=100 Francis Bacon in simple cipher. 

   

There are around one hundred and thirty uses of the words Flatter, Flattered, Flatterer, 

Flattering and Flattery, spread through more than two thirds of the Shakespeare plays, 

in actual fact, a number little short of the whole Shakespeare canon. In consideration 

of space I here only provide a selection of them: 

 

                              No visor does become black villainy 

                              So well as soft and tender flattery. 

                              Let Pericles believe his daughter’s dead, 

                              And bear his courses to be ordered 

                              By Lady Fortune, while our stir must play 

                              His daughter’s woe and heavy well-a-day 

                              In her unholy service. 

                                         [Pericles: 4: 4: 44-50]               

 

                              They do abuse the king that flatter him, 

                              For flattery is the bellows blows up sin, 

                              The thing the which is flattered, but a spark 

                              To which that wind gives heat and stronger glowing; 

                              Whereas reproof, obedient and in order, 

                              Fits kings as they are men, for they may err. 

                              When Signior Sooth here does proclaim peace 

                              He flatters you, makes war upon your life. 

                                           [Pericles: 1: 2: 38-45]       

 

                          What drink’st thou oft, instead of homage sweet, 

                          But poisoned flattery? O be sick, great greatness, 

                          And bid thy ceremony give thee cure. 

                          Think’st thou the fiery fever will go out 

                          With titles blown from adulation? 

                                      [Henry V: 4: 1: 247-51] 

 

                           Thou subtle perjured, false, disloyal man, 

                           Think’st thou I am so shallow, so conceitless 

                           To be seduced by thy flattery, 

                           That has deceived so many with thy vows. 

                               [Two Gentlemen of Verona: 4: 2: 92-5]  

 

                                  Now farewell, flatt’ry die, Andronicus. 

                                     [Titus Andronicus: 3: 1: 252]  
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                                                    I cannot flatter, I do defy  

                                        The tongues of soothers 

                                               [1 Henry IV: 4: 1: 6-7] 

 

                             He that loves to be flattered is worthy o’th’ 

                             flatterer. 

                                     [Timon of Athens: 1: 1: 229-30] 

 

                      Would all those flatterers were thine enemies then, 

                      That thou mightst kill ’em and bid me to ’em. 

                                      [Timon of Athens: 1: 2: 79-80] 

 

                            I love no colours, and without all colour 

                            Of base insinuating flattery  

                            I pluck this white rose with Plantagenet  

                                         [1 Henry VI: 2: 4: 34-6]  

 

                            By flattery he has won the commons’ hearts 

                                         [2 Henry VI: 3: 1: 28]  

 

                             A thousand flatterers sit within thy crown 

                                             [Richard II: 2:1: 100]   

 

                             The king is not himself, but basely led 

                             By flatterers. 

                                           [Richard II: 2:1: 242-3]         

 

                                                               He is a flatterer, 

                              A parasite, a keeper-back of death, 

                              Who would gently dissolve the bonds of life, 

                              Which false hopes linger in extremity. 

                                           [Richard II: 2:2: 69-72]         

 

                                                      He does me a double wrong                              

                              That wounds me with the flatteries of his tongue. 

                                           [Richard II: 3: 2: 212-13] 

 

                                                                           O you flatterers!                                       

                              Flatterers? No Brutus thank yourself.  

                                       [Julius Caesar: 5: 4: 45-6] 

 

                                  O you are a flattering boy! Now I see 

                                  you’ll be a courtier. 

                              [The Merry Wives of Windsor: 3: 2: 7-8]    

 

 

                           Must lave our honours in these flattering streams 

                           And make our faces visors to our hearts, 

                           Disguising what they are. 

                                           [Macbeth: 3: 2: 34-6]   
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4. 

 

LIKE WILL TO LIKE THE EARLIEST PLAY WRITTEN BY BACON  

WHEN HE WAS SEVEN YEARS OLD AND ITS LINKS TO HIS  

SHAKESPEARE WORKS 

 

                Give me a child until he is seven and I will give you the man.  

                                   [Aristotle, The Philosophy of Aristotle] 

 
His first, and childish, years, were not without some Mark of Eminency; At which Time, he 

was endued, with that Pregnancy and towardness, of Wit; As they were Presages, of that 

Deep, and Universall, Apprehension, which was manifest in him, afterward. 

 

[William Rawley, ed., Resuscitatio, Or, Bringing into Publick Light Several Pieces, 

Of The Works, Civil, Historical, Philosophical, & Theological, Hitherto Sleeping; Of 

the Right Honourable Francis Bacon (London: printed by Sarah Griffin for William 

Lee, 1657), B2r]   

 
He had a large mind from his father, and great abilities from his mother; his parts improved 

more than his years: his great, fixed, and methodical memory, his solid judgment, his quick 

fancy, his ready expression, gave high assurance of that profound and universal knowledge 

and comprehension of things which then rendered him the observation of great and wise 

men, and afterwards the wonder of all…At twelve, his industry was above the capacity, 

and his mind above the reach of his contemporaries.   

 

[David Lloyd, State Worthies: Or, The Statesmen and Favourites Of England, ed., By 

Charles Whitworth (London: printed for J. Robson, 1746), II, ‘Observations on the 

Life of Sir Francis Bacon’, pp. 118-9] 

 

    There have been many outstanding child prodigies in history: J. S. Mill learned to 

read Greek at three, Mozart wrote his first composition at six, Montaigne could read 

and translate Ovid at seven and Picasso made his first oil painting when he was nine. 

Closer to home from the age of eleven Bacon’s secret royal mother Queen Elizabeth 

produced letters, wrote poetry, and able to speak at five languages fluently, namely 

Greek, Latin, French, Italian and Spanish, she translated several classical and modern 

works in both prose and verse.230 Certainly, the persons and influences that shape our 

lives and minds begins early and Bacon was raised and surrounded by writers, poets 

and dramatists from his early childhood right through into adulthood and beyond. His 

foster-parents who raised him Sir Nicholas and Lady Anne Bacon were concealed 

poets, writers and translators, who circulated in manuscript and printed anonymously 

various religious and political writings. His foster-mother Lady Anne Bacon was one 

of the celebrated four Cooke sisters. The eldest Mildred Cooke married Sir William 

Cecil, afterwards Queen Elizabeth’s Principal Secretary of State who with his brother 

-in-law Sir Nicholas Bacon, was the Grand Architect of the Elizabeth Reformation. 

The two families had very close private, social and political ties, and shared London 

mansions within a stone throw of each other on the Strand and also spent much time 

at each others country estates in Hertfordshire. The other renowned and famed Cooke 

sister Elizabeth, first married courtier and diplomat Sir Thomas Hoby, the translator 

of Castiglione’s Il Cortegiano into English as The Courtier the well-known source of 

a substantial number of Shakespeare plays (Love’s Labour’s Lost, I and 2 Henry IV, 

Henry V, Much Ado About Nothing, Hamlet and Measure for Measure, etc).231 She 
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afterwards married John, Lord Russell eldest son and heir to Francis Russell, second 

Earl of Bedford (Bacon’s godfather and political patron) who appears as a character 

in the Henry IV plays as one of the member of Falstaff’s crew (like the one described 

in The Art of Flattery),232 with she herself (brilliantly identified by Dr Chris Laoutaris 

of the Shakespeare Institute) as the model for the Dowager Countess of Roussillon in 

All’s Well That Ends Well.233 Her first and only modern editor Professor Phillippy 

writes of Lady Elizabeth Cooke Hoby Russell that she expressed herself ‘in a myriad 

of registers in multiple media’ with her voice conveyed through unpublished letters, 

manuscript poems, monumental inscriptions and elegies, ceremonial performances 

and two masques or dramatic devices.234 The youngest of these four sisters Katherine 

Killigrew fluent in Greek, Latin and Hebrew, was also known for her ability to write 

poetry. One such example was a Latin verse she wrote to her sister Lady Mildred 

Cecil wife of the now Lord Burghley (to whom Bacon dedicated The Flower of Fame 

and The Art of Flattery with its acrostic MILDREAD BURHGLEY) asking her to use her 

influence with her husband Cecil to excuse her own husband the diplomat Sir Henry 

Killigrew from overseas duty. All four Cooke sisters contributed poems in Greek and 

Latin to a scientific manuscript treatise in Italian (Cambridge University MS li.5.37) 

Giardino Cosmografico Coltivato attributed to Bartholo Sylva dedicated to Robert 

Dudley, Earl of Leicester intended as a presentation copy for Queen Elizabeth.235 

   The four Cooke sisters renowned as the most learned women in the kingdom were 

educated in the private academy or little university of their father Sir Anthony Cooke 

at Gidea Hall in Essex. He himself studied the Church fathers and translated from the 

Latin a sermon on a prayer by St Cyprian which he dedicated to Henry VIII. He was 

a zealous Protestant and the education of the Cooke sisters was orientated towards 

advancing the word of God and the goodness of the new Christian reformation. They 

all read the early Christian fathers and the works of contemporary Protestant writers 

and were well versed in the key doctrines of the new religious movements spreading 

over the continent.236 They were also part of a clandestine Pan European movement 

that involved a secret intelligence network of printers, publishers and distributors that 

provided couriers and trade routes for manuscripts and books in and out of England. 

Like her sisters Anne Cooke was fluent in Greek and Latin and the modern languages 

of French and Italian. She translated from the Italian into English the Sermons of the 

Sienese Bernardino Ochino and in 1564 she translated from the Latin Bishop John 

Jewel’s Apology of the Church of England making her the official voice of the newly 

established Elizabethan Protestant church. The education that she had received with 

her sisters under the guidance of her father Sir Anthony Cooke at Gidea Hall, Lady 

Bacon similarly replicated at Gorhambury for her sons Anthony and Francis. From 

their earliest years she personally supervised their early education carefully selecting 

their tutors placing great emphasis on their instruction in radical Protestant theology 

with strong leanings towards Puritanism. Their earliest known tutor at Gorhambury 

was a chaplain named John Walsall, a graduate of Christ Church, Oxford. He acted 

as the tutor of the young Bacons from 1566 to at least 1569. He recalled Anthony and 

Francis as ‘such children, as for the true fear of God, zealous affection to His word, 

obedience to their parents, reverence to their superiors, humility to their inferiors, 

love to their instructor, I never knew any excel them.’237 Anthony and Francis also 

received from Lady Bacon a rigorous teaching in classical and modern languages and 

a serious training in classical texts. In particular, Anthony and Francis were raised on 

the favourite authors of Sir Nicholas and Lady Bacon, namely Seneca and Cicero that 

they used to read to each other, as well as Francis and Anthony. In a poem written for 
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his wife Lady Anne in a time of his ‘great sickenes’ Sir Nicholas reveals how he took 

great comfort in her reading to him from her ‘Tullye’ (Cicero) and ‘my Senecke’: 

 

                                   Thinkeinge alsoe with howe good will  

                                   The idle tymes which yrkesome be 

                                   You have made shorte throwe your good skill 

                                   In readeinge pleasante thinges to me,  

                                   Whereof profitte we bothe did se, 

                                   As wittenes can if they coulde speake 

                                   Bothe your Tullye and my Senecke.238 

 

The gallery walls at Gorhambury were adorned with Latin verses or sententiae chiefly 

drawn from Seneca and Cicero grouped together under twenty-two subjects or headings 

to prompt deep meditation and ‘used to teach and guide, acting as a mnemonic system 

of precepts’239 which a young Francis Bacon contemplated and looked upon throughout 

his formative years. He would put to good use the radical Protestant godly upbringing 

and classical education received at the hands of his mother Lady Bacon and her love of 

Cicero in the play Like Will To Like which coupled with his own prodigious intellect 

and wit would over time flower into him becoming the greatest playwright the world 

has ever seen. 

   The play written by Bacon when he was only seven years old was registered on the 

Stationers’ Register in circa September 1568 ‘Recevyd of John alde for his lycense for 

prynting of a play lyke Wyll to lyke quod the Deuell to the Collyer …iiijd’.240 It was first 

printed towards the end of 1568 by the printer John Allde to give it its full title as An 

Enterlude Intituled Like Wil to Like quod the Deuel to the Colier, very godly and full of 

pleasant mirth. Wherin is declared not onely what punishment followeth those that wil 

rather followe licentious liuing, then to esteem & followe good councel: and what great 

benefits and commodities they receiue that apply them unto vertuous liuing and good 

exercises. In The Art of Flattery Bacon employed an anagram to conceal and reveal his 

authorship and in Like Will to Like he similarly marked its true provenance with another 

anagram on the very first page of its text. It commences with the name of Lady Bacon’s 

favourite author Cicero in its first six lines (3+3=6 which when the numbers 3 and 3 are 

placed together they yield 33 Bacon in simple cipher) in its first paragraph as follows:   

    

                           CIcero in his book de amicitia these woords dooth expresse, 

                          Saying nothing is more desirous then like is unto like 

                          Whose woords are moste true & of a certaintie doutles: 

                       For the vertuous doo not the vertuous company mislike. 

                       But the vicious doo the vertuous company eschue: 

                       And like wil unto like, this is moste true.241 

 

It will be observed that the first letters commencing the first six lines are C, S, W, F, 

B, A which form an anagram. Due to the deliberate formatting four letters F BAC are 

separated by the indenting of the other two lines. If we rearrange the four letters they 

alone spell out F BAC evidently a contraction of F. Bacon. Yet we need not solely 

rely on this contraction. The other two letters required to spell out F. Bacon the O 

and N are printed next to the F and A in the fourth and sixth lines respectively thus 

yielding F BACON in full. The other two remaining letters W and S numerically 

represent the equivalent of 21 and 18: 21+18=39 F. Bacon in simple cipher. The first 

line (not including ‘de amicitia’ which is in different type) comprises 39 letters again 
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F. Bacon in simple cipher and the last line 33 letters Bacon in simple cipher which is 

the sixth line: 33+6=39 F. Bacon in simple cipher. The six line paragraph contains 56 

words Fr. Bacon in simple cipher. The whole page itself comprises the header ‘The 

Prologue’ and 32 full lines of text: 1+32=33 Bacon in simple cipher. When this is 

added to the 3 letters in the signature (B. ii) and the 3 letters in the tail-word ‘And’: 

33+3+3= 39 F. Bacon in simple cipher.  
 

             [A  B C  D  E  F G  H  I K   L  M  N  O  P  Q   R  S   T U  W  X  Y   Z 

               1  2  3  4   5  6  7   8  9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 

 

             B  A C  O  N               F.  B A C  O N           F  R  B A C O  N  

             2   1  3 14 13=33         6   2  1  3 14 13=39   6  17 2  1  3 14 13=56] 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 10 First Page of Like Will to Like  
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    Its instructive title page indicates that the fifteen parts can be played by five actors: 

 

                                   Five may easely play this enterlude. 

                         

                                           The names of the players. 

 

 

                        The Prologue                                        Chance 

                        Tom Tosspot                                         Vertuous life 

                        Hankin Hangman   for                          Gods promise      for 

                        Tom Collier            one                         Cutbert cutpurse  one  

                 

                        Lucifer                                                   Philip Fleming  

                        Ralfe Roister                                         Pierce Pickpurs  for  

                        Good Fame            for                           Honour               another 

                        Seueritie                one 

                          

                                            Nichol newfangle the vice. 

 

  The prologue sets out how like are attracted to like the good to the virtuous and the 

evil to the vicious, and how in this play we will see in a mirror, the advancement of 

virtue and the decay of vice. The lives of ruffians and roisters end badly on the end of 

a hangman’s rope whereas a virtuous life attracts honour and dignity, and ultimately, 

everlasting eternity. The prologue concludes with, in capital letters FINIS, and its first 

stage direction (comprising a total of 33 words Bacon in simple cipher) as follows: 

 

                                                          FINIS. 

 

                  Heer entreth Nichol Newfangle the vice laughing, and hath a                                              

                  knaue of clubs in his hand which assooon as he speaketh: he 

                  offreth vnto one of the men or boyes standing by.242 

                                               

    Holding centre stage the master of evil and vice announces to the audience that he 

goes by the name Nichol Newfangle and delivers a speech. Before he was even born 

Newfangle the Vice recalls he made a journey to hell where he was bound before his 

nativity to ‘Lucifer himself’ who ‘all kinds of science he taught unto me’. The Devil 

enters the stage and Newfangle addresses him as ‘my Godfather Lucifer’ followed by 

a stage direction (‘This name Lucifer, must be written on his back and on his brest’) 

with Lucifer in turn addressing him as ‘mine own boy’. Lucifer tells Newfangle not 

to be afraid but in response he reminds Lucifer that he cares not in his own mind who 

he kills and maims including having violence inflicted upon himself. Once more 

Lucifer tells him not to be afraid followed by these three lines spelling out another 

anagram of F BACON (the C the third letter in the alphabet is represented by the 

three lines and the letter C is the first letter of the second word in the second line 

‘come’ or reveal yourself):   

    

                              For no such thing hath happened as thou hast saide. 

                              But come to me my boye and blesse thee I wil, 

                              And see that my precepts thou doo fulfill.243  



82 

 

        

Lucifer reminds him ‘Thou knowest what sciences I have thee taught,/Which are able 

to bring the world to nought’ and praises Newfangle for how ‘wel thou hast plaid thy 

part’. 

   One of the colourful cast of characters Tom Collier walks on stage and enters into 

some saucy banter with Newfangle who welcomes him as gentle ‘tom lick hole’, to 

which he responds in kind by calling the Vice, his good friend ‘lick hole’, with the 

Vice having the last word ‘It is turned from nichol to lick hole with tom Colier’. He 

exits and Lucifer and Newfangle the Vice resume their dialogue in which the former 

asks the latter to kneel down before him before exclaiming ‘All haile Oh noble prince 

of hel’,244 which anticipates and reminds us of when the three witches greet Macbeth 

‘All hail, Macbeth! Hail to thee, Thane of Glamis./All hail, Macbeth! Hail to thee 

Thane of Cawdor./All hail, Macbeth, that shalt be king hereafter!’(1:3: 46-8): 

 

                     NEWFANGLE All my dames cow tailes fel down into the wel. 

                  LUCIFER I wil exalt thee aboue the clowdes. 

                  NEWFANGLE I wil sault thee, and hang thee in the shrowdes. 

                  LUCIFER Thou art the inhauncer of my renowne, 

                  NEWFANGLE thou art haunce, the hangman of Callis town, 

                  LUCIFER To thee be honour alone, 

                  NEWFANGLE To thee shall come our hobbling Jone. 

                  LUCIFER Amen.  

                  NEWFANGLE Amen. 

                  LUCIFER Now farwel my boy, farwel hartely, 

                  NEWFANGLE Is there never a knave heer wil keep the Deuil company?  

                                        Farwel godfather for thou must goe alone: 

                                        I pray thee come hether again anon.          Exit Lucifer.245 

 

     Tom Tosspot makes his entrance with a feather in his hat. He has travelled many a 

mile in search of a fit companion ‘Similis similem sibi quaerit [‘like seeks one like 

itself’], such a one doo I seek,/As unto my self in euery condition is like.’ Newfangle 

knows a likeminded dishonest fool on the make when he sees one ‘For you seek as 

very knaue as you your selfe are:/For like wil to like quod the Deuil to the Coliar.’ 

Indeed, replies Tom Tosspot ‘Nichole newfangle, ye say the veritie,/For like wil to 

like; it wil none otherwise be.’ 246 Another of the delinquents Ralfe Roister arrives on 

the scene, who Newfangle the Vice tells Tosspot, is as much a knave as you. With 

Roister more than happy to confirm it ‘I knowe that roisters and tospots come of one 

kinde.’ In a curious jest Newfangle tells his two confederates Tosspot and Roister 

that he will act as a Judge in a mock court of law and pass judgement on which of 

them is the truest knave in a passage which our dramatist pointedly plays or puns on 

the name Nichole Newfangle the Vice: 

 

                 NEWFANGLE  First tom tosspot, plead thou thy cause and thy name: 

                                        And I wil sit in this chaire and giue sentence on the same. 

                                        I wil play the judge and in this matter giue iudgement: 

                                        How say you my maisters are you content. 

                 ROISTER         By my troth for my part therto I doo agree, 

                 TOSSPOT         I were to blame if any fault should be in me. 

                 NEWFANGLE  Then that I be in office neither of you doo grudge? 

                 BOTH              No, indeed:   
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                 NEWFANGLE  Where learned you to stand capt before a Judge? 

                                        You sowterly knaues, shew you all your manners at once. 

                 ROISTER         Why Nichole all we are content:  

                 NEWFANGLE  And am I plain Nichole? And yet it is my arbitrement?  

                                        To judge which of you two is the veriest knaue: 

                                        I am Maister Nichole Newfangle, both gay and braue. 

                                        For seeing you make me your Judge, I trowe: 

                                        I will teach you both your leripup to knowe.247 

 

This whole passage is framed by Nichole Newfangle when he directs Tom Tosspot to 

state his name. In other words the whole passage is meant to be about a name, or the 

meaning of a name, and who that name refers or alludes to. The name Nichole/Nicole 

is used for a woman and a man. The name Nicole is a French feminine derivative of 

the masculine name Nicholas. This is the Christian name of Sir Nicholas Bacon, who 

is a Judge and sits in a real court of law passing judgement over knaves and criminals 

around the country. In fact, as Lord Keeper and de facto Lord Chancellor of England, 

he held the highest legal office in the kingdom meaning he was the most senior Judge 

in the land. Like Francis himself his father Sir Nicholas Bacon was renowned for his 

wit and it was said by their contemporaries (most notably in the case of Francis by 

the poet and dramatist Ben Jonson) that neither of them could pass by a jest. This jest 

by Francis where the Judge Nichole Newfangle was a cipher for the virtuous and 

upright Judge Lord Keeper Sir Nicholas Bacon must have brought the Bacon family 

household to their knees in uncontrollable laughter and mirth on numerous occasions. 

     The two tavern characters and drunkards Haunce and Philip Fleming (the kind of 

characters employed by Bacon in the Henry IV plays) are brought on stage for some 

tomfoolery and drunken mirth and Nichole Newfangle the Vice has is fun with them. 

They exit and Cuthbert Cutpurse and Pierce Pickpurse make their appearance who as 

their names suggest think it a sport to pick the pockets of the unwary taking especial 

delight in lifting the purses of unsuspecting women whom they are prone to speak of 

in very disrespectful terms. Nichole the Vice, gives out to his dupes false promises of 

lucrative plots of lands which will eventually prove their downfall and demise. 

    The character Virtuous Living enters the proceedings with Nichole Newfangle the 

Vice still enjoying listening to the sound of his own voice. Virtuous Living salutes 

the heavens in words one imagines echoing the sentiments of the pious Lady Bacon 

‘Oh gratious God, how wonderfull are thy works…Thou hast promised salvation to 

man, Childe, and wife/That thy precepts obserue and keep wel thy law’.248 He then 

quotes Lady Bacon’s favourite author ‘Vertutis premium honor Tully [Cicero] dooth 

saye:/Honour is the guerdon for vertue due,/And eternal salvation at the latter day.’249 

It might be that the character Virtuous Living is to some extent a refraction of the 

godly and pious Lady Bacon who had very strong and clear ideas about good and 

evil. The godly and goodly Virtuous Living tells Nichole Newfangle the Vice that he 

is the companion of roisters and ruffians and not fit for virtuous companions the sort 

of comments that in the years ahead littered the letters of Lady Bacon to Francis and 

Anthony, who never tired of insisting they kept the company of the right kind of 

people and to stay away from evil or undesirable kind of roisters and ruffians. 

   The godly and goodly Virtuous Living laments how Nichole Newfangle the Vice 

and his companions Cuthbert Cutpurse and Pierce Pickpurse take such delight in evil 

conversation and their love of vile and detestable vice, and then says as follows: 

 

                        Saint Augustine saith in his 5. book de civitate Dei, 
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                        Coniuncta sunt edes Vertutis et honoris (saith he) 

                        The house of Vertue and Honour ioyned togither be.250 

                         

He expressed something similar decades later in the first line of his essay Of Honour 

and Reputation: 
 

The winning of Honour is but revealing of a man’s virtue and worth without disadvantage.251 

 

Habits formed early often flower and find repetition in later life and Bacon certainly 

regularly revisited the various writings of St Augustine. For writing Like Will To Like 

as a young prodigy he might well have jotted down the above quotation from De 

Civitate Dei (The City of God) in a little note-book a habit he tended to do throughout 

his life. In Promus and Formularies (private note-book) in which Bacon jotted down 

thoughts and phrases he later used in his acknowledged works and Shakespeare plays 

and poems he made several entries culled from the writings of St Augustine, namely, 

Enarratio in psalmum, Epistolae and Sermons.252 In Advancement of Learning Bacon 

directly draws on De Civitate Dei ‘So in the election of those instruments, which it 

pleased God to vse for the plantation of the faith…to declare his immediate working, 

and to abase all humane wisedom or knowledge…’ (De Civitate Dei, xiv.38),253 and 

‘But men must know, that in this Theater of Mans life, it is reserued onely for God 

and Angels to be lookers on’ (cf. De Civitate Dei, xiv. 9).254 In a long speech on 

virtue and honour Virtuous Living urges the good of mankind to ‘escue euil company 

vile and pernicious./And as the end of vertue is honour and felicitie,/So mark wel the 

end of wickedness and vice:/Shame in this world and pain eternally’.255 Then enters 

Good Fame: 

 

     GOOD FAME            Oh vertuous life God rest you mery   

                                     to you I am come to attend.  

     VIRTUOUS LIVING   Good fame you are welcome hartely, 

                                     I pray you who did you hether send? 

     GOOD FAME            Even Gods promise hath sent me unto you, 

                                     willing me not from you to depart: 

                                     But alwaies to giue attendance due, 

                                     And in no wise from you to start. 

                                     For god of his promise hath moste liberally 

                                     Sent me good fame to you Vertuous life: 

                                     Wherby it may be seen manifestly, 

                                     Gods great zeale to vertue both in man and wife. 

                                     For why they may be sure that I good fame, 

                                     From the Vertuous life will [not] stray: 

                                     Wherby honour and renown may grow to their name,   

                                     And eternall salvation at the latter day.256 

 

God’s Promise and Honour themselves messengers from God assure Virtuous Living 

of honour in the world and a crown of glory in the ultimate victory of good over evil 

with which the three of them sing a song to Good Fame, Honour and Virtue. And all 

three of them exit the stage. With the scene concluded we are then provided with the 

following elaborate stage direction comprising 33 words (33 Bacon in simple cipher):  

 

                                                        FINIS.                              Exeunt omnes    
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                           Heere entreth Nichole Newfangle and bringeth in 

                              with him a Bagge, a Staffe, a Bottle, and two hal 

                              ters, going about the place shewing it to the audi 

                              ience, and singing this.257 

 

     In song with over-brimming glee the Vice turns his attention to his false promise 

of land that he has made to his dupes. He wickedly laughs that Tom Tosspot since his 

departure has increased a noble unto ‘nine pence’ (3x3) and mocks Ralfe Roister for 

bringing a pack of wool to a fair pair of hosen. He also looks forward to the arrival of 

Cuthbert Cutpurse and Pierce Pickpurse from Cutpurse Hall with their fat purses. On 

cue Ralfe Roister and Tom Tosspot turn up in their doublet and hose. The Tosspot 

has lost all his money at dice and has nothing left to purchase the land with and if the 

Vice does not help him out he fears being left undone. The wastrel Ralfe Roister has 

frittered all his money away on drink and has not a single coin to his name. He too is 

now in the hands or at the mercy of the Vice. The Master of Ceremonies turns up and 

plays them along still holding out the hope of the promised piece of land as these two 

fools are drawn deeper and deeper into his web of lies and deceit. As a result of their 

erring ways of evil and vice Roister and Tosspot are reduced to beggary. Roister 

laments his ill-spent days and requests his life should be held up as a mirror to other 

men. In his speech a broken Tom Tosspot addresses the parents of the audience and 

urges them to give their children a good and virtuous upbringing and education. If he 

says his parents had brought him up in virtue and learning (perhaps along the lines of 

how Lady Bacon had raised and educated Francis) he would not now have to endure 

his shameful and miserable end. Newfangle the Vice mocks Roister and Tosspot and 

tells them they should have thought of this before but their day of reckoning had now 

come ‘Be packing I say and get you hence:/Learn to say I pray good maister, give me 

nine pence.’258 (A number made up of 3x3: 33 Bacon in simple cipher).     

  The deceived, humiliated and angry Roister and Tosspot turn on Nichole Newfangle 

the Vice and repeatedly beat him with a staff and a bottle overpowering him down to 

the floor. The pathetic Vice cries out for help and Roister and Tosspot make a run for 

it. With Newfangle the Vice lying on the ground injured and groaning Severity the 

Judge enters proceedings. Throughout the play the villainous members of the three 

duos are brought together by the author through the figure of the Vice on its central 

principle of like will to like. This principle and pairing of like to like subliminally 

informs the following scene with Severity the Judge, a refraction of his father and 

judge the Lord Keeper and de facto Lord Chancellor of England Sir Nicholas Bacon, 

who in a speech, just has he had in a poem addressed to Lady Bacon (quoted above), 

refers to Lady Bacon’s favourite author Cicero (Tully): 

 

             SEVERITY That upright iudgement without parcialitie                        

                              Be ministered duely to ill-dooers and offenders: 

                              I am one whose name is Severitie, 

                              Appointed a Judge to suppresse euil-dooers.   

                                  Not for hatred nor yet for malice, 

                                  But to aduaunce virtue and suppresse vice. 

                              Wherfore Isidorus these words dooth say: 

                              Non est Iudex si in eo non est Iusticia.  

                              He is not a Judge that Justice dooth want: 

                              But he that trueth and equitie dooth plant.   
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                                 Tully also these words dooth expresse: 

                                 Which words are very true doubtlesse.   

                              Semper iniquus est, qui aut invidet aut fauet, 

                              They are unrightfull Judges all: 

                              That are either envious or els partiall.259 

 

  The Vice gives the severe, upright and good judge a partial account that he had been 

violently attacked by two beggars Roister and Tosspot. The trusting judge promises 

to help him by holding the offenders to account for their violent crimes inflicted upon 

a fellow man. In the course of the exchange Cuthbert Cutpurse and Pierce Pickpurse 

arrive on the scene fleeing from their usual criminal activities ‘If Nichol newfangle 

help not now in our need./we are like in our business ful evil to speed’ with the Vice 

popping up to welcome his prey with the promise of a piece of land by which the two 

of them hope to make some money. These two dupes have also been cruelly deceived 

‘Mary I wil help you I swere by all the hallowes:/I wil not part from you till you 

come to the gallowes’ telling ‘noble Seueritie’ these were the fugitive thieves that the 

constable and other officers of the law were seeking to place under arrest. The two of 

them are led away with halters around their necks while Newfangle the Vice laughs 

and mocks them. Cutpurse bemoans his misfortune of ever having known the Vice: 

 

                            The seed of Sathan thous doost alwaies sowe.      

                            Thou only hast giuen me the ouerthrowe. 

                            Woe woorth the house wherin I was borne, 

                            Woe woorth the time that euer I knew thee, 

                            For now in misery I am forlorne. 

                            Oh all youth take example by me. 

                            Flee from euill company as from the Serpent ye would flee: 

                            For I to you all a mirrour may be.260 

 

Their earthly nemesis Hankin the Hangman arrives and he and the treacherous Vice 

discuss dividing up the apparel of the condemned with Cuthbert Cutpurse and Pierce 

Pickpurse departing this mortal coil by way of hanging from the gallows. And the 

Vice tells how the third pair of miscreants Hance and Philip Fleming sick with gout 

are destined to end their days in the spittle house (hospital for the poor infested with 

lice) in pain and misery. With the play drawing to a close the Devil Lucifer rewards 

the Vice by taking him on his back through Catholic Spain off to Hell.  

   Virtuous Life, Honour and Good Fame then enter to praise their noble and gracious 

Queen Elizabeth with whom Francis Bacon had a very close relationship while he 

was young, something his private secretary and first English biographer Dr William 

Rawley was at pains to point out, in words which need to be read over very carefully: 

 
His first, and childish, years, were not without some Mark of Eminency; At which Time, he 

was endued, with that Pregnancy and towardness, of Wit; As they were Presages, of that 

Deep, and Universall, Apprehension, which was manifest in him, afterward: And caused him, 

to be taken notice of, by several Persons, of Worth, and Place; And, especially, by the Queen; 

who, (as I have been informed,) delighted much, then, to confer with him; And to prove him 

with Questions: unto whom, he delivered Himself, with that Gravity, and Maturity, above his 

years; That her Majesty, would often term Him; The Young Lord Keeper.261   

 

Honour asks God Almighty to preserve the Privy Council of which Lord Keeper Sir 

Nicholas Bacon was a member, as was his brother-in-law Sir William Cecil to whom 
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Francis dedicated The Flower of Fame, the Lords (temporal and spiritual) and House 

of Commons ‘Poure upon them thy heavenly grace:/To aduaunce virtue and vice to 

overthrowe’.262 The play ends with Virtuous Life, Honour and Good Fame singing a 

song about God’s vengeance over Satan, or in other words, the triumph of Good over 

Evil.  

  There are three sixteenth century quarto editions known as Q1, Q2, and Q3 of Like 

Will to Like. The first QI was printed by John Allde and is dated 1568 on its title page. 

The unique copy of QI is housed in the Bodleian Library. The second edition Q2 was 

also printed by Allde but it bears no date of publication and is assumed to be the later 

of the two editions. The unique copy of Q2 is held by the Folger Shakespeare Library. 

The third edition Q3 was printed in 1587 by John Allde’s son Edward. There are three 

known copies of Q3, one of them is located in the UK at the British Library, with the 

other two copies held in the US at the Huntingdon Library and the Elizabethan Club, 

Yale University [Figs].263 This third edition of Like Will to Like was issued the same 

year Bacon was busy writing The Misfortunes of Arthur the first work to carry his 

name in print which was performed in February 1588 and published shortly after. The 

play immediately pre-dates the recognised Shakespearean era which his editors and 

biographers have systematically suppressed and shrouded in mystery for four hundred 

years perhaps because a comparative analysis shows The Misfortunes of Arthur and 

the Shakespeare plays share a common authorship,264 as is the case with Like Will to 

Like.     

 The hidden custodians of Bacon’s secret legacy namely his Rosicrucian-Freemasonry 

Brotherhood have known since the time he was alive that he was from an early age a 

concealed dramatist and writer which they have concealed from the world for several 

centuries. The secrecy of his authorship of the above writings was known to members 

of his Rosicrucian-Freemasonry Brotherhood. The Shakespeare First Folio sporting 

Rosicrucian-Freemasonry imagery and symbolism is dedicated to the Grand Master of 

England William Herbert, Earl of Pembroke, who was privy to the secret provenance 

of its authorship:  

 
                                           TO   THE   MOST   NOBLE 

                                                             AND 

                                            INCOMPARABLE PAIRE   

                                                     OF BRETHREN. 

 

                                                       WILLIAM 

                               Earle of Pembroke, &c. Lord Chamberlaine to the 

                                             Kings most Excellent Maiesty. 

 

                                                         AND     

  

                                                       PHILIP 

                              Earle of Montgomery, &c. Gentleman of his Maiesties 

                              Bed-Chamber. Both Knights of the most Noble Order 

                                       of the Garter, and our singular good 

                                                      LORDS.265 
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Fig. 11 Title Page Like Will to Like 1568 
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Fig. 12 Title Page Like Will to Like Second Edition Undated 
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Fig. 13 Title Page Like Will to Like 1587 



91 

 

 

The status of William Herbert, Earl of Pembroke as Grand Master of England is stated 

by James Anderson in The New Book of Constitutions of the Antient and Honourable 

Fraternity Of Free and Accepted Masons:   

 
….A. D. 1618 when the foresaid  

     WILLIAM Earl of Pembroke was chosen Grand Master; and being approved by the King, he 

appointed INIGO JONES his Deputy Grand Master. 

     Masonry thus flourishing, many eminent, wealthy and learned Men, at their own Request, 

were accepted as Brothers, to the Honour of the Craft…  

…When Grand Master PEMBROKE demitted, A. D. 1630. 

     HENRY DANVERS Earl of Danby succeeded in Solomon’s Chair…266       

 

    We get a glimpse of Bacon and his Rosicrucian Brotherhood carefully controlling 

the process of concealing the truth about his secret life and writings in the first draft of 

Bacon’s will in which he left the following instructions to the poet George Herbert, an 

intimate relative of Grand Master of England William Herbert, Earl of Pembroke and 

Philip Herbert, Earl of Montgomery: 

 
I require my Servant, Henry Percy, to deliver to my Brother Constable, all my Manuscript-

Compositions, and the Fragments also of such as are not Finished; to the end that, if any of 

them be fit to be Published, he may accordingly dispose of them. And herein I desire him, to 

take the advice of Mr. Selden, and Mr. Herbert, of the Inner Temple, and to publish or 

suppress what shall be thought fit.267 

 

In a later will published in the presence of his private secretary and editor Dr Rawley 

(and Rosicrucian Brother) written in 1625 Bacon states: 

 
I desire my executors, especially my brother Constable, and also Mr. Bosvile, presently after 

my decease, to take into their hands all my papers whatsoever, which are either in cabinets, 

boxes, or presses, and them to seal up until they may at their leisure peruse them.268 

 

   In the months following Bacon’s supposed death to the world Dr Rawley compiled 

and published a commemorative work in his honour Memoriae honoratissimi Domini 

Francisci, Baronis de Verulumio, vice-comitis Sancti Albani sacrum otherwise known 

as the Manes Verulamiani. This rare volume contains thirty-two Latin verses in praise 

of Bacon (its contents have systematically suppressed by his modern biographers and 

editors) portraying him as a secret supreme poet and dramatist, a writer of comedies 

and tragedies, under the pseudonym Shakespeare. As revealing as these remarkable 

verses already are in his telling address to the reader Dr Rawley plainly states that 

‘very many poems, and the best too, I withhold from publication’.269 In the same year 

Dr Rawley also posthumously published Bacon’s utopia New Atlantis (The Land of 

the Rosicrucians) where around the emblem on its title-page appears the inscription 

‘TEMPORE  PATET OCCVLTA VERITAS’ (In Time the Hidden Truth will be Revealed).270    

  In addition to Manes Verulamiani Dr Rawley continued to edit, translate and publish 

numerous editions of Bacon’s works culminating in Resuscitatio to which he prefixed 

the first English Life of his Rosicrucian Master, Bacon. In his address to the reader he 

plainly states that ‘in regard, of the Distance, of the time, since his Lordships Dayes; 

whereby, I shall not tread too near, upon the Heels of Truth; Or of the Passages, and 

Persons; then concerned’.271 It is thus clearly stated by his first editor and biographer 

Dr Rawley (and Rosicrucian Brother) in the Manes Verulamiani and Resuscitatio that 
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he has in his possession writings he has deliberately withheld from publication which 

have never seen the light of day and that in the first English biography of Bacon that 

he has withheld some of the truth about his life and persons close to him (including 

his mother and father Queen Elizabeth and Robert Dudley, Earl of Leicester) from the 

historical record. 

   His second editor and Rosicrucian Brother Thomas Tenison (afterwards Archbishop 

of Canterbury) was also privy to the secrets of Bacon’s life and writings which he too 

hints at but also withholds from publication and posterity: 

 
And those who have true skill in the Works of the Lord Veralum, [Lord Bacon] like great 

Masters in Painting, can tell by the Design, the Strength, the way of Colouring, whether he 

was the Author of this or the other Piece, though his Name be not to it.272 

 

Secondly in reference to Bacon’s De Augmentis, which as he was perfectly aware was 

published within days of his Shakespeare First Folio he points to Bacon’s famous Bi-

literal Cipher. His Rosicrucian Brother Dr Tenison knew (but again only hints at) that 

Bacon secretly incorporated his bi-literal cipher in the Shakespeare First Folio and a 

number of his other concealed works:  

 
The fairest, and most correct Edition of this Book in Latine, is that in Folio, printed at 

London, Anno 1623. And whosever understand the Lord Bacon’s Cypher, let him consult that 

accurate Edition. For, in some other Editions which I have perused, the form of the Letters of 

the Alphabet, in which much of the Mysterie consisteth, is not observed: But the Roman and 

Italic shapes of them are confounded.273   

 

   The secret process of controlling and only releasing information by degree about the 

life and writings of Lord Bacon has continued down the centuries by his Rosicrucian-

Freemasonry Brotherhood who are to the present day privy to the fact Lord Bacon 

composed the play Like Will to Like and left signs of it for those with eyes to see. 

   The rare play Like Will to Like was first edited from Q3 in A Select Collection of 

Old English Plays (1874) by W. Carew Hazlitt. Those responsible for its publication 

carefully arranged for the play to begin on page 303 and for it to end on page 359. If 

the null is dropped from 303 it leaves 33 Bacon in simple cipher. The number 359 is a 

mixed simple and kay cipher for Francis Bacon (100)/Shakespeare (259).274 

   In the early part of the twentieth century J. S. Farmer privately printed a modernised 

text of Q1 in The Dramatic Writings of Ulpian Fulwell comprising Like Will to Like-

Note-book and Word List for The Early English Drama Society in 1906. The edition 

comprises of 67 pages. The number 67 is Francis in simple cipher and the page carries 

a 33 cipher count across the top of the page, revealing Francis Bacon.275 A facsimile 

reproduction of Q1 was printed for the first time in Two Moral Interludes edited by 

Peter Happe published for the Malone Society by Oxford University Press in 1991. 

The play is introduced as follows ‘LIKE WILL TO LIKE BY ULPIAN FULWELL 1568’,  

comprising 29 letters and four digits 29+4=33 Bacon in simple cipher,276 and the first 

page of the play is reproduced from page 67 Francis in simple cipher,277 hence Francis 

Bacon.  

  As we have seen the central theme of the play Like Will to Like is the dichotomy of 

good and evil explored through its characters or one might say the different colours of 

good and evil, the very title of the work by Bacon, which appeared in the first printed 

work with his name on the title page. From his early days until his last the subject of 

good and evil profoundly engaged his vast intellect. Over the period of his lifetime 

Bacon assembled a very large number of what he calls ‘Semblances or popularities of 
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good and evill with their regulations for deliberacions’ in his Promus of Formularies 

and Elegancies (his private note-book) in which he jotted down thoughts and phrases 

some of which he later used in his acknowledged writings and his Shakespeare poems 

and plays.278 In the Promus there are around a hundred of his collection of colours of 

good and evil presented without any explanation indicating Bacon intended to publish 

a substantial treatise on the subject.279 However the first published version entitled Of 

the Colours of Good and Evil A Fragment includes only ten from the hundred in the 

Promus.280 The truncated treatise was first printed as part of the first edition of his 

Essays with Meditationes Sacre (Religious Meditations) a collection of twelve essays 

on theology and ethics complimenting his propositions on good and evil. A copy of 

Colours of Good and Evil appears to have been sent in manuscript to Lord Mountjoy 

to whom it was originally meant to have beeen dedicated as indicated by Bacon in a 

letter to Mountjoy referring to some form of the fragment ‘that I think so well of the 

collection as I seem to do; and yet I dare not take too much from it, because I have 

chosen to dedicate it to you.’281 Another paper headed ‘Mr. Francis Bacon of the 

Collors of good and evyll, to Lo. Mounjoye’ was found by Robert Stephens among 

Lord Oxford’s MSS and printed in his Letters and Remains of the Lord Chancellor 

Bacon.282 Spedding states that he has no doubt that the letter in question was written 

by Bacon with the intention of prefixing it to the Colours of Good and Evil ‘then 

perhaps meant only for private circulation in manuscript-by way of dedication.’283 In 

the printed edition of the Essays dedicated to his brother Anthony Bacon there is no 

separate dedication to Lord Mountjoy to the fragment of Colours of Good and Evil. 

   It will be recalled that the first very word in his play Like Will to Like was the name 

of Lady Bacon’s favourite writer Cicero with an anagram of F Bacon incorporated 

into its first six lines:   

 

                           CIcero in his book de amicitia these woords dooth expresse, 

                          Saying nothing is more desirous then like is unto like 

                          Whose woords are moste true & of a certaintie doutles: 

                       For the vertuous doo not the vertuous company mislike. 

                       But the vicious doo the vertuous company eschue: 

                       And like wil unto like, this is moste true.284 

 

In the first of his propositions in the Colours of Good and Evil the second word is also 

the name of Cicero: 

 
So Cicero went about to prove the sect of Academics, which suspended all asseveration, for to 

be the best: for, saith he, ask a Stoic which philosophy is true, he will prefer his own.285 

 

As Bacon was wont to quote Cicero on more than one occasion in his play Like Will 

to Like ‘Vertutis premium honor Tully [Cicero] dooth saye:/Honour is the guerdon for 

vertue due,/And eternal salvation at the latter day’286 and 

 

                                 Tully also these words dooth expresse: 

                                 Which words are very true doubtlesse.   

                                 Semper iniquus est, qui aut invidet aut fauet, 

                                 They are unrightfull Judges all: 

                                 That are either envious or els partiall.287 

 

So too in the Colours of Good and Evil: 
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…because that which cometh unto us without our own virtue, yieldeth not that commendation 

and reputation: for actions of great felicity may draw wonder, but praiseless; as Cicero said to 

Caesar, Quae miremur, hubemus; quae laudemus, expectamus: [Here is enough to admire, but 

what is there to praise?]288 

 

In the seventh proposition of Colours of Good and Evil ‘Quod bono vicinum, bonum; 

quod a bono remotum, malum (‘That which is next to a good thing is good; that which 

is far off, is evil’) Bacon provides an apt sophisticated epitome of his play Like Will to 

Like: 

 
Such is the nature of things, that things contrary and distant in nature and quality are also 

severed and disjoined in place, and things like and consenting in quality are placed and as it 

were quartered together: for partly in regard of the nature to spread, multiply, and infect in 

similitude, and partly in regard of the nature to break, expel, and alter that which is 

disagreeable and contrary, most things do either associate and draw near themselves the like, 

or at least assimilate to themselves that which approacheth near them, and do also drive away, 

chase, and exterminate their contraries.289 

 

In the eighth proposition of Colours of Good and Evil ‘Quod quis culpa sua contraxit, 

majus malum, quod ab externis imponitur, minus malum’ [The ill that a man brings on 

himself by his own fault is greater; that which is brought on from without is less] he 

invokes the spectre of the poets in tragedies and their passionate lamentations before 

proceeding to quote his favourite poet (with Ovid) Virgil: 

 
The reason is, because the sting and remorse of the mind accusing itself doubleth all 

adversity: contrariwise, the considering and recording inwardly that a man is clear and free 

from fault and just imputation doth attemper outward calamities. For if the evil be in the sense 

and in the conscience both, there is a germination of it: but if evil be in the one and comfort in 

the other, it is a kind of compensation. So the poets in tragedies do make the most passionate 

lamentations, and those that fore-run final despair, to be accusing, questioning, and torturing 

of a man’s self. 

 

                               Seque unum clamat causamque caputque malorum. 

              [Virgil, Aeneid, xii. 600 ‘She calls herself the cause of all this ill’ (tr. Dryden)].290 

      

   He briefly mentions the collection of the Colours of Good and Evil in Advancement 

of Learning in his section discussing rhetoric. Just as in Like Will to Like wherein he 

intermingles the writings and sayings of Cicero with its central character the Vice in 

his play exploring the themes of good and evil Bacon likewise here repeatedly refers 

to Cicero intermixed with morality and vice in the prelude of the single example given 

here of the colours of good and evil: 
 

Now we descend to that part which concerneth the illustration of Tradition, comprehended in 

that science which we call Rhetoric, or Art of Eloquence; a science excellent, and excellently 

well laboured…as to the labouring of it, the emulation of Aristotle with the rhetoricians of his 

time, and the experience of Cicero, hath made them in their works of Rhetorics exceed 

themselves. Again, the excellency of examples of eloquence in the orations of Demosthenes 

and Cicero, added to the perfection of the precepts of eloquence, hath doubled the progression 

in this art…  

  ...DE PRUDENTIA SERMONIS PRIVATI (‘The wisdom of private discourse’). We conclude 

therefore, that rhetoric can be no more charged with the colouring of the worse part, than 
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Logic with Sophistry, or Morality with Vice. For we know the doctrine of contraries are the 

same, though the use be opposite…. 

 ..COLORES BONI ET MALI, SIMPLICIS ET COMPARATI (‘The colours of good and evil, 

simple and comparative’). Now therefore will I descend to deficiencies, which (as I said) are 

but attendances. And first, I do not find the wisdom and diligence of Aristotle well pursued, 

who began to make a collection of the popular signs and colours of good and evil, both simple 

and comparative, which are as the Sophisms of Rhetoric…291 

  

    When towards the end of his recorded life Bacon revised and greatly enlarged the 

Advancement for its Latin translation De Augmentis Scientiarum Libri IX he reprinted 

the original fragment of the Colours of Good and Evil printed in the first edition of his 

Essays to which he added a further two colours even though this was still only a small 

fraction of the material found in his private Promus of Formularies and Elegances.292 

After the twelfth and final colour of good and evil (sophism) he makes an astonishing 

admission:  

  
I have by me indeed a great many more Sophisms of the same kind, which I collected in my 

youth; but without their illustrations and answers, which I have not now the leisure to perfect; 

and to set forth the naked colours without their illustrations (especially as those above given 

appear in full dress) does not seem suitable. Be it observed in the meantime that this matter, 

whatever may be thought of it, seems to me of no small value; as that which participates of 

Primary Philosophy, of Politics, and of Rhetoric. And so much for the Popular Signs or 

Colours of Apparent Good and Evil, both simple and comparative.293 

 

He plainly states that some of his colours and good and evil he collected in his youth 

(OED: ‘period between childhood and adult age’) thus about the same time as his first 

play Like Will to Like in which he explored the same themes or colours of good and 

evil, a theme that flooded his consciousness from childhood all the way through to his 

very last days. 

 There are (as I have said) around one hundred colours of good and evil in the Promus 

of Formularies and Elegances (private note-book) which Constance M. Pott parallels 

alongside passages in the Shakespeare plays sharing similar and cognate language, 

ideas and concepts; the manuscript storehouse Bacon was presumably referring to in 

the passage from De Augmentis published around the same time as the Shakespeare 

First Folio in 1623. The concepts of good and evil, which as he himself tells us, were 

formed in his childhood were part of his intellectual and dramatic consciousness. As 

his complex mind developed he acquired a cerebral state of awareness and realisation 

that these two fundamental pillars of the mind good and evil governed and regulated 

attitudes, reason, and the psychological and emotional processes, of human behaviour. 

This not only affected the individual themselves, but all those around them and those 

that they came into contact with-family, friends and their wider social circles, seeping 

into all areas and aspects of their private and public lives. Equally true in the cases of 

ordinary people, through all social classes, and right up to and including popes, kings 

and queens, whose good and evil values, attitudes and decisions created and destroyed 

kingdoms and empires resulting in the cost of millions of lives and untold suffering. It 

was this polarity that had shaped the past, shapes the present, and would shape the 

future. This polarity forms the veins and arteries permeating his Shakespeare poems 

and plays in which there are hundreds of references to good (and its associated terms) 

and evil (and its associated terms), to virtue and vice, as well villains, evil-doers and 

hateful, destructive, malevolent characters held up to us before our eyes in his attempt 

to steer the world away from evil and its terrible consequences for mankind.   
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    In his Shakespearean Tragedy widely regarded as one of the greatest works of 

Shakespearean criticism of all time Professor Bradley presents a study of the four 

great tragedies-Hamlet, Othello, King Lear and Macbeth-in which he brilliantly sets 

out their moral universe and critical central theme of good and evil:  

 
Let us attempt then to re-state the idea that the ultimate power in the tragic world is a moral 

order. Let us put aside the ideas of justice and merit, and speak simply of good and evil. Let 

us understand by these words, primarily, moral good and evil, but also everything else in 

human beings which we take to be excellent or the reverse. Let us understand the statement 

that the ultimate power or order is ‘moral’ to mean that it does not show itself indifferent to 

good and evil, or equally favourable or unfavourable to both, but shows itself akin to good 

and alien from evil. And, understanding the statement thus, let us ask what grounds it has in 

the tragic fact as presented by Shakespeare.  

   Here, as in dealing with the grounds on which the idea of fate rests, I choose only two or 

three out of many. And the most important is this. In Shakespearean tragedy the main source 

of the convulsion which produces suffering and death is never good: good contributes to this 

convulsion only from its tragic implication with its opposite in one and the same character. 

The main source, on the contrary, is in every case evil; and, what is more (though this seems 

to have been little noticed), it is in almost every case evil in the fullest sense, not mere 

imperfection but plain moral evil. The love of Romeo and Juliet conducts them to death only 

because of the senseless hatred of their houses. Guilty ambition, seconded by diabolic malice 

and issuing in murder, opens the action in Macbeth. Iago is the main source of the convulsion 

in Othello; Goneril, Regan and Edmund in King Lear. Even when this plain moral evil is not 

the obviously prime source within the play, it lies behind it: the situation with which Hamlet 

has to deal has been formed by adultery and murder. Julius Caesar is the only tragedy in 

which one is even tempted to find an exception to this rule. And the inference is obvious. If it 

is chiefly evil that violently disturbs the order of the world, this order cannot be friendly to 

evil or indifferent between evil and good, any more than a body which is convulsed by poison 

is friendly to it or indifferent to the distinction between poison and food.294 

 

    In a more recent study ‘The Battle of Good and Evil in Shakespeare’ Erin K. Miller 

focuses on the four plays of Titus Andronicus, The Merchant of Venice, Othello and 

Macbeth. In his exploration of the human condition and the conflict between virtue 

and vice traced back though the stories of Christ and his teachings, Shakespeare goes 

much further to develop the concept of evil. He delves, observes Miller, into the deep 

truths of humanity and through his villains he ‘explores the causes and costs of evil.’ 
295 The conflict between vice and virtue which is subject to so many complex external 

factors becomes progressively internal as the battle between good and evil takes place 

in the mountains of the mind where evil gets the better of the villains in the tragedies:    

    
There is no question that, in every tragedy, Shakespeare explores the extent to which evil 

brings about the downfall of a character. However, a study of his four plays demonstrates an 

evolution in his understanding of evil. Beginning with Titus Andronicus and ending with 

Macbeth, Shakespeare over time portrays his protagonists becoming more and more 

consciously aware of the inner battle between good and evil. Although echoes of the Vice 

figure and an outer corrupting force certainly do exist throughout Shakespeare’s career, his 

later plays display a hero far more perceptive of evil’s influence upon him and much more 

conscious of the consequences of such evil. At the beginning of his career, Shakespeare crafts 

Titus, who simply thinks he is fighting against evil, without realizing the hold it then takes on 

him in the end. In what Shakespeare scholars generally accept as his second phase of writing, 

Shakespeare pens Merchant of Venice in which he complicates the portrayal of evil by writing 

a villain into comedy and by not relegating all the evil doing to this character alone. He then 

writes Othello in what is seen as the height of his career. In this play, Shakespeare depicts his 
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most recognized villain, Iago, and portrays a protagonist who realizes the tragic cost of giving 

into vice only after it is too late. The playwright then ends his career with Macbeth, a man 

who is fully conscious of the battle of good and evil within himself, even though he too loses 

the fight against it. 

…In Richard III, Julius Caesar, King Lear, and Macbeth, Shakespeare shows that an 

insatiable desire for power can destroy both a man and the kingdom he desires. Thus, in his 

examination of evil, Shakespeare attributes weaknesses to his heroes to suggest how and 

under what circumstances evil can take hold of even the most righteous and upstanding of 

men.296  

 

  The black canvass of good and evil expressed through Shakespeare’s miscreants and 

the like was widened in Professor Charney’s aptly title Shakespeare’s Villains first 

published in 2012:  

 
This book is about Shakespeare’s villains, and calumniators and tyrants, too, as they are 

related to villains. When I first began this project, I was surprised that there was no single 

book on this subject, although a great deal has been written about individual characters. The 

topic is closely connected with an understanding of evil in Shakespeare… 

 ..[These villains] establish an elaborate network of evil-what constitutes the world of the play 

–in which the good characters must function…Evil is rampant in Shakespeare and the villains 

seem to be able to overpower the virtuous characters-at least for a time… 

   Tarquin in The Rape of Lucrece and Aaron in Titus Andronicus are Shakespeare’s first 

villains [and] it is noteworthy how strongly they set the pattern for future villains….Aaron is 

distinctively a laughing villain, like the Vice in the morality plays... 

  Richard, Duke of Gloucester (who becomes Richard III), is endlessly creative in his villainy. 

He pursues the crown, and despite many obstacles, he manages to kill everyone in his way…  

    Although he appears in a comedy, Shylock is clearly a villain because, once the due date is 

past, he refuses the money many times over that he has lent Antonio and insists on taking the 

pound of flesh that is stipulated in his “merry” bond… 

   In Hamlet, Claudius is a politic murderer who has killed his brother and usurped the throne 

of Denmark…he sends Hamlet to be murdered in England…. 

   Macbeth is a villain-hero, an unusual role in Shakespeare. Even while he is committing 

murder, he is tormented by his own guilt… 

   King Lear has abundance of evil-doers…The evil deeds in this play penetrate to the very 

heart of a grim and uncompromising reality…. 

   In Measure for Measure…Angelo is very soon proposing that he will spare the life of 

Claudio if Isabella has an assignation with him. Angelo, of course, is determined that Claudio 

be executed. This is at the heart of his villainy…297 

 

For Charney the short-tempered and violent Tybalt who revels in the conflict between 

the Montagues and the Capulets in Romeo and Juliet is also a villain typified by his 

killing of Mercutio that sets in motion the tragic action of the play and in his intention 

to kill Romeo. 

   He also devotes a chapter to calumniators who share many of the characteristics and 

qualities of the other Shakespeare villains: Don John in Much Ado About Nothing, 

Iachimo in Cymbeline, and Lucio in Measure for Measure, even though he says being 

figures in the comedy plays mollifies their evil intents. 

  His final chapter is devoted to Shakespeare tyrants who, he writes, resemble villains, 

a roll call that includes the above mentioned Richard III and Macbeth as well as Julius 

Caesar, whose actions and subsequent death resulted in a bloody civil war. Lastly, 

Duke Frederick in As You Like It who usurped the kingdom from his brother, Duke 

Senior and in the late Shakespeare plays The Winter’s Tale King Leontes because his 
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jealous rage results in the deaths of his son Mamillius and his counsellor Antigonus as 

well as the supposed deaths of Queen Hermione and her daughter.298 

   Interestingly Professor Charney says Shakespeare ‘very early in his career started to 

think of the villain in specific ways, probably related to the Vice figure in the morality 

plays’.299 Of course he does not know that the Vice figure was the central character in 

the first play ever written by ‘Shakespeare’ much earlier in his secret and concealed 

dramatic career. He sees Tarquin in Rape of Lucrece and Aaron in Titus Andronicus 

as the earliest Shakespeare villains.300 The rape committed by Tarquin is an act of evil 

and similarly the sadistic and treacherous Aaron only lives for the cruelty and misery 

he inflicts on others with his actions ultimately causing the rape of Lavinia. These two 

evil characters share similar attitudes and traits and anticipate other later Shakespeare 

villains ‘What allies Aaron with Iago is his jocularity, a term that Spivack uses to 

trace the origin of Shakespeare’s villains in the Vice figure of the morality plays.’301 

Professor Charney (in keeping with the majority of Shakespeare commentators) sees       

Iago as Shakespeare’s archetypal villain ‘Like The Vice figure, Iago has an element of 

sport or game in all his proceedings, as there is in many of the villains’ in the plays,302 

although Richard III who directly identifies himself with the Vice in the play certainly 

vies for that distinction.303 In The Merchant of Venice (whose titular character Antonio 

is named after Anthony Bacon with his friend Bassanio based upon Bacon himself) its 

central character the much maligned money-lender Shylock also shares characteristics 

with the Vice figure: ‘Like other Shakespeare villains, Shylock shows his derivation 

from the Vice figure of the medieval moralities by his dark jocularity’. His exchanges 

with Antonio are all done in the spirit of “merry sport”, and adds Charney ‘the word 

sport favoured by Aaron and Iago, has strong connotations of the villain as jester.’304 

The figure of the Vice presented by Bacon in Like Will to Like hovers around all these 

villains, and many more of the villains and characters, in his other Shakespeare plays.     

    In Shakespeare and the Allegory of Evil: The History of a Metaphor in Relation to 

his Major Villains Professor Spivack details the influence of the Vice figure primarily 

through four Shakespeare villains: Aaron the Moor in Titus Andronicus, Richard in 

Richard III, Don John in Much Ado About Nothing and Iago in Othello. These wicked 

characters delight in mischief for its own sake and have their lineal antecedents in the 

tradition of morality plays where the basic plot was psychomachia and the perpetrator 

was evil personified. Professor Spivack shows that these evil characters trace directly 

back to the Vice figure in the morality play. With the purpose of moral instruction the 

morality play depicted the battle between good and evil, or vice and virtue, for control 

of the human soul.305 In the Shakespearean universe of the tragedies evil ‘severs the 

“holy cords” of love and loyalty, cancels and tears to pieces the great bond that holds 

the universe in order’.306 And this groundbreaking standard works he naturally takes 

note of Like Will to Like: 

 
The division of humanity into specialized figures of virtuous and evil inclination maintains 

itself in this play; and Virtuous Living, vehemently rejecting the solicitations of the Vice, 

enjoys a happy life and happy prospects in eternity. Erring humanity, on the other hand, is 

presented not through one role alone but through no less than half a dozen; and the range of 

typical significance in each is reduced in a ratio corresponding to this sixfold multiplication. 

Each is the type of a particular form of excess or knavery, reminding us of the humour 

characters to come in the later drama. They are all wastrels, but more or less specialized, as 

their names indicate, in dissipation and roguery, with a racial classification thrown in for good 

measure. Ralph Roister and Tom Tosspot are types of the profane young bloods about town 

who waste their patrimony on finery and tavern frolics, and in the end are reduced to beggary. 

Hance and Philip Fleming, like their earlier compatriots in Wealth and Health, represent the 
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drunken, gluttonous Lowlander living and working in England, the moral purpose here being 

crossbred with xenophobia, and they end their days as diseased inmates of the spital. The final 

pair are Cuthbert Cutpurse and Pierce Pickpurse, obvious professional types, who leave the 

world by way of the gallows. The members of each duo are brought together by the Vice, on 

the principle of like will to like, and bound together in the common fate he metes out to them. 
307   

 

  Arguably, the most Vice-like character in the Shakespeare canon is the evil dastardly 

Richard III with all his constant chameleon shifts and deceits and seemingly unending 

plotting and scheming in bringing the downfall and murder of those around him. His 

Vice-like characteristics, attitudes and qualities have not gone unnoticed by editors of 

the play. The striking similarities between Newfangle the Vice in Like Will to Like 

and Richard the Vice-like figure in Richard III are quite remarkable. At the beginning 

of Like Will to Like Newfangle the Vice enters the stage alone and describes himself 

telling the audience of how he was first born and how he made his journey into hell 

where he was bound apprentice to Lucifer the Devil who on joining him encourages 

the plotting of the downfall and death of others in the play.308 This of course all sounds 

very familiar. Just listen to how the modern Arden editor of Richard III Professor 

James Siemon describes the opening scene of the play:  

 
He [Richard III] introduces the play with commentary on appearance, plans and nature. He 

introduces the action already under way: ‘Plots have I laid, inductions dangerous’ (1.1.32), he 

says; cue victim number one: Enter Clarence. 

    Such an induction is unparalleled in Shakespeare…309 

 

Or the Oxford editor of Richard III Professor John Jowett: 

     
At the beginning of Richard III the audience first sees an actor alone on stage. He is not a 

formal prologue who supplies narrative context, but presents a character who is temporarily 

abstracted form the social world that does not yet exist. Of Shakespeare’s major protagonists, 

Richard is the only one to begin the play addressing the audience.310  

 

The appearance of Richard, his morality, posturing, actions, and language, all point to 

a Vice-like figure, which he himself directly highlights, and revels in: 
 

Richard’s self comparison to ‘the formal Vice, Iniquity’ and self-announced wordplay-‘Thus 

…I moralize two meanings in one word’ (3.1.82-3)-invoke a stock character and his verbal 

tricks.’ Besides his exuberantly stagey wit Richard also shares the Vice’s double relationship 

to the dramatic action, outside as commentator and inside as participant. 

   …The Vice’s particoloured head like the ‘notorious identity’ blazoned by Richard’s bodily 

disproportions, invites us to ‘epistemological self-assurance’. We laugh with these figures as 

they name, expose and manipulate the weaknesses of others.311 

 

The play Like Will to Like and Richard III share a common heritage and provenance. 

The characteristics, attitudes and traits of Newfangle the Vice in Like Will to Like are 

present in Richard III and much of the stage-craft of both dramatic characters are on 

display in both dramas, the one only merely a more complex and sophisticated version 

of the other:  

 
His downright and demotic language in lines such as ‘And yet to win her, all the world to 

nothing? Ha?’ (1.2.223) reflects his affinity with the conniving Vice. His common touch, his 

deflating irreverence, his resort to soliloquies and asides, his schemes, his quips, wit, double 
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meanings, and wordplay, all these bond him with the audience and show his allegiance with 

the Vice…. 

    His dagger is not merely a weapon; it harks back to the crude wooden stage property 

wielded by his antecedents. But Richard’s dagger is dangerous, and he describes himself as 

merely like the formal Vice. This recognition of similitude also admits difference. Richard 

enacts a sarcastic, mobile, and detached variant on Margaret’s serious vision of him as hell’s 

agent on earth. He can behave theatrically and take part in a morality play that shows the 

overarching conflict between God and the devil.312 

 

  In many respects the most important examination and analysis of the Vice-figure and 

Richard was provided by an earlier editor of Richard III Anthony Hammond. He too 

points out that the role and part characterisation of Richard III was ‘developed from 

the morality play Vice’, a representative figure of evil full of guile and deceit. Yet not 

only was the part of Richard III steeped in the antecedents of the figure of the Vice in 

the morality play best exemplified by Newfangle the Vice in Like Will to Like (penned 

as we now know by a young Francis Bacon) the appearance and characteristics of him 

are also reflected in Bacon’s two essays Of Deformity and Of Ambition: 

 
Clearly, the Vice formed in Shakespeare’s mind the natural theatrical mode of expressing 

inordinate evil, evil which springs from a context of decayed public morality, evil which has 

no satisfactory rational explanation. For, ultimately, Richard’s motives are no more 

intelligible than Iago’s: there is a superficial plausibility, but that is not enough. Bacon does 

as well as anyone in explaining those aspects of Richard which are explicable in terms of 

cause and effect. He observes in his essay ‘Of Deformity’, 

 

Deformed Persons are commonly even with Nature: For as Nature hath done ill by them; So 

doe they by Nature: Being for the most part, (as Scripture saith) void of Naturall Affection; 

And so they have their Revenge of Nature…all Deformed Persons are extreme Bold…it 

stirreth in them Industry…to watch and observe the Weaknesse of Others…And it layeth their 

Competitours and Emulatours asleepe; As never beleeving, they should be in possibility of 

advancement, till they see them in Possession…in a great Wit, Deformity is an Advantage to 

Rising…they will, if they be of Spirit, seeke to free themselves from Scorne; Which must be, 

either by Vertue, or Malice.  

 
This is such a good description of Richard’s behaviour that one wonders if he was in Bacon’s 

mind as he penned it (though it is more likely he was thinking of Cecil). He adds, in his essay 

‘Of Ambition’ a further useful gloss on Richard’s behaviour: 

 

Ambition is like Choler; Which is an Humour, that maketh Men Active, Earnest, Full of 

Alacritie, and Stirring, if it be not stopped. But if it be stopped, and cannot have his Way, it 

becommeth Adust, and thereby Maligne and Venomous. So Ambitious Men…if they be 

check’t in their desires, they become secretly discontent…313 

 

   In addition to the influence of the Vice figure on numerous Shakespeare villains his 

characteristics of moral depravity and high farce the Vice makes him a comic figure 

who tries to seduce the mind and soul of the protagonist into dissolute and evil ways. 

In the Oxford edition of I Henry IV its editor Professor Bevington under the heading 

of ‘Falstaff and the Vice’ describes the influence of the Vice figure who makes lewd 

jokes and obscene banter, engages in physical and sexual horseplay, and possesses the 

morality of the cesspit, on Falstaff, and the influence of Like Will to Like, on the other 

drunken members of his motley crew. Prince Hal in his forceful castigation of Falstaff 

explicitly invokes the morality play and the Vice figure to describe his character and 

his physical appearance ‘Thou art violently carried away from grace. There is a devil 
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haunts thee in the likeness of an old fat man…Why dost thou converse with that trunk 

of humours, that bolting-hutch of beastliness… that reverend Vice, that grey iniquity, 

that father ruffian, that Vanity in Years?...Wherein cunning, but in craft? Wherein 

crafty, but in villainy? Wherein villainous, but in all things? Wherein worthy, but in 

nothing?’(1 Henry IV: 2:5:452-64). It will be observed that in the passage Falstaff is 

likened to the Devil, likened to the Vice just as like attracts like in Like Will to Like: 
314   
 
Shakespeare’s awareness of tradition is at times evident, even while he transcends it. Prince 

Hal invokes the morality play, for example, in his comic invective directed at Falstaff, ‘that 

reverend Vice, that grey iniquity, that father ruffian, that vanity in years’ (2.4.437-8). 

‘Iniquity’ and ‘vanity’ are the sort of abstract terms applied to the Vice in the moral drama… 

   …The banishment and imprisonment to which he is later subjected are usual punishments 

for the Vice. Falstaff shares with the Vice a double image of bonhomie and incorrigibility.... 

…Falstaff’s drunkenness (and that of Bardolph) is similarly anticipated in the topping of Hans 

in Wealth and Health (1554-5) and Tom Tosspot in Like Will to Like...Shakespeare’s 

language recalls this tradition when the newly crowned Henry V refers to Falstaff as ‘The 

tutor and the feeder of my riots’ (2 Henry IV 5.5.63)…Behind the figure of the Vice lies the 

image of psychomachia, or soul-struggle, in which Mankind must choose between the 

seductive offerings of Gluttony or Good Fellowship and the path of Righteous Living, 

between vanity and government.  

    Structurally, the morality play dramatizes these alternatives through the metaphor of 

choosing. It presents its action in alternating scenes of seriousness and riot that give dramatic 

point to a series of analogies or correspondences between radically opposed alternatives. 

Perhaps I Henry IV’s greatest debt to the morality play is to be found in its alternations 

between the serious plot of Henry IV and Hotspur (1.1, 1.3, 2.3, 3.1) and the comic plot of 

Hal and Falstaff (1.2, 2.1-2, 2.4).…    

 …Falstaff, not dead in fact, carries off the dead Hotspur on his back just as Satan carries off 

Worldly Man to hell in Enough is as Good as a Feast, c. 1560. (Similar actions occur in The 

Longer thou Livest and Like Will to Like.) To see the scene as homiletic contest between good 

and evil does not sufficiently account for its symbolic richness, but the legacy of moral choice 

expressed concretely through the pairing and contrasting of characters is central to I Henry 

IV’s dramatic structure.315 

 

   In Like Will to Like a key stage prop of Newfangle the Vice was the wooden dagger 

(wood sword, wood knife, etc) a comic weapon brandished by the Vice in the scene 

where Ralph Roister and Tom Tosspot eventually realise they have been duped by the 

Vice. Angry and humiliated they attack the Vice and beat him to the ground. Under 

siege from his two assailants the Vice cries out ‘Now I am driuen to play the maister 

of fence./Come no nere me you knaues for your life:/Least I stick you both with this 

wood knife.’316 In Richard III the Vice-like figure of Richard is never seen without his 

sword which seems as if it is a natural  extension of his being as he continually toys 

with it, comically and menacingly. The obvious association of the stage prop with the 

morality play is cued a few lines before the most sinister sword scene in the play 

when Richard says ‘Thus like the formal Vice’ (3:1:82) followed by the young prince 

asking his murderous uncle to see his weapon (which of course Richard wants to kill 

him with):  

 
                           YORK 

                                I pray, you uncle, render me this dagger. 
                           RICHARD GLOUCESTER 

                                My dagger, little cousin? With all my heart.   
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                           PRINCE EDWARD A beggar, brother? 
                           YORK 
                                Of my kind uncle that I know will give, 

                                It being but a toy with no grief to give.                 
                                 RICHARD GLOUCESTER 

                                A greater gift than that I’ll give my cousin. 
                             YORK 

                                  A greater gift? O, that’s the sword to it. 
                           RICHARD GLOUCESTER 

                                Ay, gentle cousin, were it light enough. 
                           YORK 

                                O, then I see you will part but with light gifts. 

                                In weightier things you’ll say a beggar nay.  
                           RICHARD GLOUCESTER 

                                It is too heavy for your grace to wear. 
                           YORK 

                                I’d weigh it lightly, were it heavier. 
                           RICHARD GLOUCESTER 

                                What, would you have my weapon, little, lord? 
                           YORK 

                                 I would, that I might thank you as you call me. 

                                          [Richard III: 3: 1: 110-23] 

 

The same device of swinging a wooden dagger by Newfangle the Vice in Like Will to 

Like is similarly used by Falstaff in I Henry IV in an argument with Prince Hal: 

 

                           FALSTAFF A king’s son! If I do not beat thee out of thy 

                              kingdom with a dagger of lath, and drive all thy subjects 

                              afore thee like a flock of wild geese, I’ll never wear hair  

                              on my face more. You, Prince of Wales!   

                                            [1 Henry IV: 2: 5: 136-39]  

 

In Like Will to Like Newfangle the Vice after leading astray both Cuthbert Cutpurse 

and Pierce Pickpurse with lies, deceit and false promises finally engineers their deaths 

at the end of a hangman’s rope is again alluded to in Henry V with its reference to the 

wooden dagger of the Vice:                       

 

                            BOY Suivez-vous le grande captaine. 

                                                                Exeunt Pistol and French Soldier 

                               I did never know so full a voice issue form so empty a 

                               heart. But the saying is true: ‘The empty vessel makes 

                               the greatest sound.’ Bardolph and Nim had ten times 

                               more valour than this roaring devil i‘th’ old play that 

                               everyone may pare his nails with a wooden dagger, 

                               and they are both hanged, and so would this be, if he 

                               durst steal anything adventurously.   

                                                 [Henry V: 4: 4: 63-70]  

 

For the above passage the Arden editor of Henry V Professor T. W. Craik provides the 

following Note: 
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this….dagger i.e. ‘this fellow, roaring like the Devil in one of the old-fashioned plays, but so 

cowardly that every clown can give him a towsing’. Here and in T[welfth N[ight] 4.2.129-34, 

Shakespeare alludes to the pairing of the Devil’s claws by the Vice, the chief tempter and 

chief comedian of the sixteenth-century moral interludes, e.g. Ulpian Fulwell’s Like Will to 

Like, 1568, where he fights his companions (but not the Devil) with his dagger….319 

 

   Another aspect of Like Will to Like which later finds an echo in one of the Jacobean 

Shakespeare plays is the stage direction in the opening scene when Newfangle the 

Vice is joined on stage by the devil Lucifer where he is branded: ‘This name Lucifer, 

must be written on his back and on his brest’.320 In Tudor Interlude: Stage, Costume, 

and Acting Professor Craik points to its reverberation in Measure for Measure where 

Angelo is speaking of ‘swelling evil’ and ‘false seeming’ known characteristics of the 

Devil and the Vice: 
 

…in Like will to Like Satan is compared by the vice to “Tom tumbler or els some dauncing 

beare” and is so grotesque that he has to be labelled: “This name Lucifer, must be written on 

his back and on his brest.” Shakespeare is perhaps referring to such a practice when he makes 

Angelo exclaim in Measure for Measure: 

 

                                  Let’s write ‘good angel’ on the devil’s horn 

                                  ’Tis now the devil’s crest. 

                                       [Measure for Measure: 2: 4: 16-17].321 

 

The theme of vice running through Measure for Measure is explored in The Comedy 

of Evil on Shakespeare’s Stage by Professor Charlotte Spivack a world populated by 

criminals, pimps and brothel houses where fornication is the favourite pastime of its 

characters and inhabitants wherein Lucio is also likened to the Vice: 

 
Like the Vice, Lucio tries to slip away unnoticed when is caught in the act, but the Duke 

recalls him and demands that he be punished for his shameless sensuality and heedless 

slander. An aristocrat, Lucio stands at one end of the social spectrum of vice in the play, with 

the illiterate “employees” of Mistress Overdone at the other…322 

 

  It is perhaps also noteworthy that our poet uses the word and what is the name of 

Newfangle the Vice in Love’s Labour’s Lost, which he puts in the mouth of Berowne, 

the character often associated with Bacon in the play ‘At Christmas I no more desire a 

rose/Than wish a snow in May’s new-fangled shows’ (1:1:105-6) and in As You Like 

It ‘more new-fangled than an ape’(4:1:143-4). He also uses the word and name of the 

character Pierce Pickpurse who has his name suggests stole purses in Like Will to Like 

in several of the Shakespeare plays: 

 
                   BEROWNE 

                       That you three fools lacked me fool to make up the mess.  

                        He, he, and you-e’en you, my liege-and I 

                        Are pickpurses in love, and we deserve to die. 

                             [Love’s Labour’s Lost: 4:3: 205-8] 

 

                     CHAMBERLAIN ‘At hand’ quoth Pickpurse. 

                     GADSHILL That’s even as fair as ‘“at hand” quoth the 

                     chamberlain’, for thou variest no more from picking of  

                     purses than giving direction doth from labouring: thou  
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                     layest the plot how. 

                                          [I Henry IV: 2: 1: 48-52]  

 

                     SIR JOHN FALSTAFF Pistol, did you pick Master Slender’s purse?   

                     SLENDER Ay, by these gloves did he…. 

                     SIR JOHN FALSTAFF  Is this true, Pistol?  

                     EVANS No, it is false, if it is a pickpurse. 

                        [The Merry Wives of Windsor: 1:1: 139-40, 145-6]  

 

                     CELIA Yes. I think he is not a pick-purse, nor a horse- 

                     stealer…  

                                                      Besides, the oath of a lover is no 

                     stronger than the word of a tapster. They are both the 

                     confirmer of false reckonings. 

                                     [As You Like It: 3: 4: 21-2, 27-9] 

 

Our poet also uses the word and what is the name of the character Cuthbert Cutpurse a 

thief who stole purses with Pierce Pickpurse in Like Will to Like in Hamlet where the 

allusion to the former, is discerned in the word ‘stole’, and a little further on, in the 

reference to ‘fatness of these pursy times’ (pursy: of purse), as well as virtue and vice, 

the two central themes of Like Will to Like:     

 

                               HAMLET               A murderer and a villain,       

                               A slave that is not twenti’th part of the tithe 

                               Of your precedent lord, a vice of kings, 

                               A cutpurse of the empire and the rule, 

                               That from a shelf the precious diadem stole 

                                And put it in his pocket. 

                                             [Hamlet: 3:4: 87-91]  

 
                                HAMLET                                    

                                                             Forgive me this my virtue, 

                                For in the fatness of these pursy times 

                                Virtue itself of vice must pardon beg 

                                             [Hamlet: 3:4: 143-45]     
 

   The most important connection of all the Shakespeare plays with Like Will to Like is 

Twelfth Night, or What You Will. Twelfth Night, the end of the Christmas season, was 

traditionally a time of revelry and riotousness. It is known by all serious scholars that 

the names of characters in Shakespeare plays are important but unfortunately not all 

orthodox Shakespeare commentators know or understand their true significance. It 

has long been established by a number of orthodox Shakespeare scholars that the 

character of Malvolio was modelled on Sir Thomas Posthumous Hoby, the son of Sir 

Thomas Hoby and Lady Elizabeth Cooke Hoby Russell, younger sister of Lady Anne 

Bacon, and thus a cousin of Francis Bacon.323 The favourite name for a character in 

the Shakespeare plays appears to be Antonio/Anthony used as the name of a character 

in Two Gentlemen of Verona, The Taming of the Shrew, The Merchant of Venice, 

Much Ado About Nothing, All’s Well That Ends Well, The Tempest, and a sea-captain 

in Twelfth Night. Anthony, is the Christian name of Bacon’s brother Anthony Bacon, 

who in the dedication to his Essays a few years earlier he described as ‘that are next to 
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myself’,324 whom he loved above life itself. The name of the character Sir Toby Belch 

is also of some curiosity. The character has the Christian name of Sir Toby Matthew 

who had a long intimate relationship with Bacon, lived with him at Gorhambury, who 

Bacon famously described as his alter-ego. The known attributes of Sir Toby Matthew 

bear no resemblance to Sir Toby Belch but the use of his name is also indicative and 

revealing. It has als long and often been pointed out that the reprobate Sir Toby Belch 

shares resemblances with Falstaff. He instructs Sir Andrew Aguecheek in the vice of 

debauchery and tricks him out of some money. Like Falstaff, or the old Vice figure 

mentioned in the play, Sir Toby attempts to deceive the naïve and gullible. The witty 

and clever clown Feste, ‘the wise fool’, in whose mockery much wisdom and truth is 

revealed in the play, not least through his important songs, in his last song of the play 

obliquely reveals and confirms the true secret authorship of Like Will to Like. 

   The links between Like Will for Like and Twelfth Night, or What You Will are clear, 

numerous and manifest, and set in train a series of interlocking signs pointing towards 

a great historical truth hidden from the world for more than four hundred and fifty 

years. In the first of these the Vice-like figure of Sir Toby Belch in an exchange with 

Malvolio (as well as others) says:    

 

                     SIR TOBY  Ay, biddy, come with me. What man, ’tis not 

                         for gravity to play at cherry-pit with Satan. Hang him, 

                         foul collier.  

                            [Twelfth Night, Or What You Will: 3:4:114-16]         

 

The above passage is furnished with the following Notes in the Arden, Cambridge and 

new Bloomsbury Arden edition of Twelfth Night, or What You Will: 

 
foul collier] dirty coalman. Coalmen were proverbially associated with the devil for their 

blackness and dishonest dealing; cf. Tilley L287, which is also the title of Ulpian Fulwell’s 

play, Like Will to Like, quoth the Devil to the Collier, pr. 1568; it contains the lyric ‘Tom 

Collier of Croydon hath sold his coals,/And made his market today,/And now he danceth with 

the Devil,/For like will to like alway.’325  

 
foul collier i.e. ‘the fiend’ of 96, from the proverb (Tilley L 287) ‘Like will to like, quoth the 

devil to the collier.’ As a dealer in pit-coal, a collier was assumed to be like the devil, black in 

heart as well as in appearance. An interlude dating from 1568 by Ulpian Fulwell uses this 

proverb as its title…326 

 
foul collier dirty coalman, with reference to the devil’s blackness. The association is 

proverbial: ‘Like will to like, quoth the devil to the collier’ (Dent. L 287), which is also the 

title of a 1568 play by Ulpian Fulwell.327 

 

In Act 4 Scene 2 Feste disguises himself as the good curate Sir Topas sent to examine 

Malvolio’s alleged madness and demonic possession. In disguise Feste says ‘Fie, thou 

dishonest Satan-I call thee by the most modest terms, for I am one of those gentle 

ones that will use the devil himself with courtesy. Sayest thou that house is dark’ to 

which Malvolia replies ‘As hell, Sir Topas’ (4:2: 32-6). Playing with him Feste says 

in Baconian-like language ‘I say there is no darkness but ignorance’ (4:2:43-4) with a 

flustered and floundering Malvolio continually insisting that he is not mad, as Feste 

leaves him in his dark as hell prison cell. Sir Toby confides with Feste telling him we 

would be well rid of his knavery a characteristic associated with the Vice. Feste again 

visits Malvolio, this time undisguised. Malvolio asks him for pen and paper so that he 
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can write to his mistress Countess Olivia about his predicament. Feste continues to 

taunt and torture him by asking whether Malvolio was mad or a counterfeit. He finally 

agrees to fetch Malvolio some paper and ink before delivering the following song:    
      

                   FESTE                  I am gone , sir 
                                                     And anon, sir, 

                                                        Ill be with you again, 

                                                     In a trice, 

                                                     Like to the old Vice, 

                                                        Your need to sustain, 

                                                     Who with dagger of lath 

                                                     In his rage and his wrath 

                                                         Cries ‘Aha,’ to the devil, 

                                                    Like a mad lad, 

                                                    ‘Pare thy nails, dad, 

                                                        Adieu, goodman devil.’ 

                                  [Twelfth Night, Or What You Will: 4:2:123-34]328   

 

The song explicitly refers to the old Vice and his staple weapon the wooden dagger in 

the morality play, but not any old morality play, the one already very clearly signalled 

above, specifically, the morality play Like Will to Like.   

   His recent modern editors Stewart and Knight confirm that some of Bacon’s writing 

circulated under another’s name;329 his second editor and Rosicrucian Brother Thomas 

Tenison (afterwards Archbishop of Canterbury) says those who have a true skill in the 

writings of Bacon will be able to tell if he was the author of a piece even though his 

name not be to it;330 the historian and biographer David Lloyd stated that at twelve his 

industry was above the capacity and his mind above the reach of his contemporaries; 
331 his private chaplain and secretary who lived with Bacon for the last ten years of his 

life and was his first editor and English biographer stated that ‘His first, and childish, 

years, were not without some Mark of Eminency; At which Time, he was endued, with that 

Pregnancy and towardness, of Wit; As they were Presages, of that Deep, and Universall, 

Apprehension, which was manifest in him, afterward’;332 in De Augmentis Scientiarum 

after the twelfth of his Colours of Good and Evil (of which there are around a hundred 

in his private note-book), the central theme of his morality play Like Will to Like, he 

reveals that he started collecting them in his youth (the period between childhood and 

adult age);333 and in the closing song of Twelfth Night or What You Will Bacon reveals 

that when he was a young boy he wrote the morality play Like Will to Like:  

 

                        FESTE (sings) 

                                 When that I was and a little tiny boy,          

                                     With hey, ho, the wind and the rain, 

                                 A foolish thing was but a toy, 

                                     For the rain it raineth every day. 

 

 

                                 But when I came to man’s estate, 

                                     With hey, ho, the wind and the rain, 

                                  ’Gainst knaves and thieves men shut their gate, 

                                      For the rain it raineth every day. 

 

                                  But when I came, alas, to wive, 
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                                     With hey, ho, the wind and the rain, 

                                  By swaggering could I never thrive, 

                                      For the rain it raineth every day. 

 

                                  But when I came unto my beds,  

                                     With hey, ho, the wind and the rain, 

                                  With tosspots still had drunken heads, 

                                     For the rain it raineth every day. 

 

                                   A great while ago the world begun, 

                                       With hey, ho, the wind and the rain, 

                                   But that’s all one, our play is done, 

                                       And we will strive to please you every day.  

                              [Twelfth Night, Or What You Will: 5:1:385-404] 

 

When I was a young boy I wrote a foolish thing but a toy (in his essay Of Masques 

and Triumphs Bacon begins ‘These things are but toys’) about knaves and thieves (the 

characters in Like Will to Like) one of whom was the swaggering Newfangle the Vice, 

a play which included tosspots with drunken heads Ralfe Roister and Tom Tosspot, 

and others led astray by the Vice where like attracted like in a play called Like Will to 

Like.        
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