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ABSTRACT

This study takes as its subject the sacred element 1in
neo-classical gardens of the 18th and 1late 20th centuries.
This element may be represented in the «classical idiom (by
temples or statues), or translated into the terms of the
Christian religion as practised in England. The study argues
that sacred ideas are an important motivating force in garden
design, and moreover have a prominent socio-political
content. It demonstrates this force at work by focussing
first on the devotional aspects of Alexander Pope's garden,
which, it is argued, displays an ecclesiatical ichnography
informed by Roman Catholic values. 1In the middle of the 18th
century, by contrast, political and cultural hostility ¢to
Roman Catholicism finds expression in the design of the
landscape garden. During the second half of the century the
constitutionally assured supremacy of the Church of England
is also reflected in landscape garden design. Duncombe Park
with Rievaulx Terrace, and Sledmere House, provide examples
of these changes.

Sacred neo-classical gardening emerges from 19th century
eclipse to find its fullest contemporary expression in the
work of Ian Hamilton Finlay, whose garden 1in Scotland 1is
tested here for consistency to the 18th century tradition he
often invokes. His work also provides the material for a
modern definition of the sacred idea. While it 1is still
connected to political ideas, the sacred is now divorced from
involvement with the Christian Churches and allied to
imaginative and poetic effects of gardens and landscape.

Throughout the study evidence from literature, painting and
architectural history is brought to bear on the subject, and
it is argued that the connection between signs of the sacred
in the garden and actual sacred practices 1in society Iis
essentially a rhetorical one.
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INTRODUCTION

This is a study of a selected group of eighteenth and
twentieth century gardens, which are examined with particular
attention to the sacred 1idea that occurs as an aesthetic
element in each of them. "Sacred" 1is conventionally
defineable in terms of divinities, and the rites, places and
objects appropriated to them [1]. While the sacred element |is
represented in these gardens by an object, usually taking the
form of a bullding, shadowing the landscape around it with its
values, an interval or discontinuity may be anticipated
between, on one hand, such signs of the sacred arranged in a
garden for delight and pleasure, and, on the other, actual
sacred beliefs and practices at large in society outside the
garden. The connections between these two areas across such
an interval form a major area of 1investigation for this
study. Its allied interests are therefore the psychological
assoclations and soclo-political implications of such a sacred

element.

All the gardens discussed in this study demonstrate loyalty
to the tradition of the classical garden and landscape.
Classical sites provide the external source or model that
authenticates the efforts of the 1later garden-makers, and
engagement with the sacred 1idea in their gardens is, on one

level, a consequence of choosing that model.



Interest 1in the sacred by neo-classical gardens |is
facilitated by the fact that the sacred 1in the classical
tradition describes itself 1in terms of locatlion. Classical
gardens and topography were enriched with powerful sacred
connotations, which were recognised during the eighteenth
century and are recognised now,. The sacred element was
present throughout Roman Italy and the Empire. In the ancient
Roman countryslide were sacred landscapes, such as those at the
source of the Clitumnus, or Lake Vadimon, explorations of
which by Pliny the Younger are described in his letters [2].
Shrines and sacred sites spread all over the topography of the
Roman Empire (or were appropriated as the Empire spread). In
establishing this tradition an 1individual, dedicating an
altar, can be as important as a group practising devotional
rites. 1In part of one province, northern Britannia, while
"temples and shrines were far from rare . . the numerous finds
of altars and other dedications has shown that sacred places
were Just as likely to be woods, springs or other special
natural features of the landscape" [3]. Some gardens of Roman
villas could, on occasion, contalin representations of such
places; the most famous lnstance is at Hadrian's villa, where
the Canopus refers to a temenos in Egypt sacred to Serapis
(41. In addition to these 1larger and more august
characterisations, villa gardens often contained small
buildings, sometimes 1in the form of temples as signs of the
sacred. Roman public gardens could contain shrines; and

temples could possess gardens [5]. The sacred also formed an



element iIn even the smallest urban gardens, which often

contained lararia, or shrines to the household gods [6].

Knowledge of such places, or of artistic images of them, and
of the sacred element within the classical idea as understood
in more general terms, was relayed to the eighteenth century
by various sources, (which only in modern times have been
augmented and often <clarified by archaeological evidence
unavailable during the eighteenth century). There were two
main secondary sources. The relay of other, earlier gardens,
particularly those of Renaissance 1Italy, was important,
especially during the first half of the century [7]1. The
landscape palinting tradition was also 1involved, particularly
the paintings of Claude Lorrain, Nicolas Poussin, Gaspard
Dughet, and Salvator Rosa, which became popular during the
eighteenth century and depicted mythological scenes, or Golden

Age landscape with temples, shrines and divinities [8].

However, 1ln addition to these relays there was a primary
source available 1in Roman and Greek 1literature. This can
itself be divided into two categories. There were factual and
historical accounts, such as treatises (for example, those of
Varro, Cato, Columella, and the Elder Pliny [9]) and 1letters
(such as those of Cicero and the Younger Pliny). One example

of this relay, Robert Castell's The Villas of the Ancients

Illustrated (1728), translated Pliny's descriptions of his own

villas (together with some material from Varro) into the terms

of gardening in the 1720's. While Pliny makes no mention of



sacred features 1in his gardens, he recounts the proposed
rebuilding of the Temple of Ceres on another part of his
estate [(10], and Castell therefore 1locates the sacred 1idea
precisely in the terrain that was destined to become paramount
in English gardens between the 1730's and 1820's - the
landscape (as opposed to garden proper). Two subscribers to
Castell's book, John Alslabie at Studley Royal and 8ir John
Clerk of Peniculk put 1into practice such adaptations of
classical precedent. Clerk's garden included a grotto
modelled on the sacred grotto of the Cumaean Sibyl [11]1, and
Alslable at Studley also included the sacred idea in classical
quise - a Temple of Hercules. Clerk's friend Willlam Stukeley
showed the sacred impulse in Roman terms in his gardening at

Grantham in 1728 [12].

Clerk's grotto reminds us of the other ¢type of 1literary
source, the fictional evocations of both landscape and gardens
in many authors, including Homer, Theocritus, Virgil, ovid and

Horace. Stephen Switzer urged the readers of his Ichnogqraphia

Rustica (1718) to borrow from such authors: "From Virgll (that
great Master of Gardening . .) we may collect all that is
Beautiful" (13]; £from Homer he particularly recommends
deriving ideas of forest, rock and precipices; while "From the
Metamorphosis of Ovid, the Designer may collect Statues and
Ornaments, for the adorning his Villa, that carry a very Air
of Enchantment with them" (14]. While Switzer derives an
important sacred justification from Paradise in Genesis [15],

he identifies the earliest classical references to gardens as



those to the sacred gardens of Adonis and the Hesperides.
These are of value not for thelr truth, which "I shall not
examine" but for their inspiration for art [16]. However, only
classical sources can provide continuity in the tradition of
gardening. Switzer traces a continuity from Ancient Rome, to
modern Italy, France, and Britain [17]. As if to emphasize the
primary importance of the classical models, his book begins
with a roll-call of <classical divinities - Apollo, Minerva,
Diana, Cynthia, Ceres, Pomona, Flora and Bacchus. Taking these

deities seriously is "not rational, but delightful" [18].

Switzer thus deals with the sacred 1idea 1in classical
precedent by subordinating history to art. This study,
interested in both history and art (and therefore 1in signs of
the sacred as well as buildings used for religious worship)
will show that for other eighteenth century gardeners such
sacred connotations were not only "delightful", but also
serious and "rational" too. Specific homages made by the
gardens in this study to particular classical origins will be
studied as they arise, and the point that such imitations
occurred does not need to be laboured here. I simply wish to
emphasize that in a sense this 1is a study of the challenge
posed to latexr gardeners by the sacred connotation of

classical landscapes and gardens.

As we shall view the subject-matter from the standpoint of
the creative imagination (the sacred as an aesthetic element),

art and poetry become important reference-points in the



discussion. In poetry, Dryden's translations of Virgil of
1697 conveniently demonstrate a pattern that can be traced in
eighteenth century gardening interpretations of the classical
idea. The sacred element in Virgil is often translated into
distinctly modern terms, Iin this case those of natural
theology stimulated by scientific speculation: "Happy the man,
who studyling nature's laws, / Through known effects can trace
the sacred cause" [19]. Couplets such as this could relay to
the future a way of comprehending nature that Increases the
sense of continuity between modern life (religion and sclence
of the 1690's), and Virgil and the classics. Dryden's Aeneid
also demonstrates at one point a solution to the larger
problem of how sacred landscape might be evoked by gardening.
Early in Book III we learn that the woods on Mount Ida are
"sacred groves". Later Aeneas visits some Trojans who are now
living 1in exile. He makes his way towards their house and
finds Andromache sacrificing to her dead husband 1in a
carefully arranged setting:

The grove 1ltself resembles Ida's wood;

And Simois seemed the well-dissembled flood. . .

Proceeding on, another Troy I see,

Or iIn less compass, Troy's epitome.

A rivulet by the name of Xanthus ran;

And I embrace the Scaean gate again. [20]
This passage reads like a blueprint for the representation of
classical landscape in gardens that is all the more persuasive
because of 1ts sketchy and impressionistic character. The

spaces between the features can be filled up by the

imagination with geometrical layout or naturalistic landscape



as desired. The 1individual features are even reminiscent of
some that took their place in eighteenth century gardens; the
"rivulet" recalls the River Styx at Stowe, the "Scaean Gate"
might bring to mind Stourhead's Pantheon by sharing with it
the function of chief architectural signifier of an entire

city (21].

The problems of translating the classical models into
English gardens during the eighteenth century - of making the
classics "speak good English" - have been discussed with
respect to gardens in general terms [(22], but the problems
particularly attaching to a translation of the sacred
connotation 1in gardens have not received detailed attention.
A classical temple forms - to pursue the 1linguistic analogy -
a "quotation" from the original 1language. A translation of
such into English terms will entail an 1interest 1in the
Christian Churches of the eighteenth century, and this
interest 1s demonstrated and followed 1in the first five

chapters of this study.

Interest 1Iin the sacred, however culturally predicated, has
an obvious but implicit basis in psychology, which will be
discussed. However, I am less concerned with the strictly
devotional implications of the sacred idea than with |its
social and political 1implications. It is my contention that
religious and political pressures specific to Britain during
the elighteenth century generated a distinctly political

iconography for the sacred in eighteenth century gardens, with



consequences persisting into the nineteenth century.
Particular areas of interest are therefore the social and
political significance of the sacred feature(s), or the
political and soclal consequences of the 1installation of a
sacred landscape. The gardens selected for examlnation embody

such socio-political concerns.

Varied ways in which an interest in the sacred motivates
garden design during the eighteenth century will be discussed
in this study: as the flrst guotation from the Roman Catholic
convert Dryden might intimate, the motivation happened in
terms of deism (natural theology), and 1in terms of the
conflicts surrounding Roman Catholicism. I shall therefore
focus in Chapters One and Two on Alexander Pope's devotional
garden at Twickenham, setting it briefly in a context provided
by deism at Richmond Gardens. Pope's Roman Catholiclsm found
Itself In a hostile social and cultural environment, and
discussion of Duncombe Park with Rievaulx Terrace, together
with William Shenstone's ideas, in Chapter Three, provides
insights into how that hostility took form in gardens. The
peculiar constitutional position of the Church of England with
respect to the other Churches will be discussed 1iIn Chapters
Four and Five, in relation to later eighteenth century garden
design 1in general (including that of Lancelot "Capability"

Brown), and Sledmere House in particular.

The major temporal discontinuity implied by this study lies

between the landscape projects completed at Sledmere by the



opening of the nineteenth century and the gardens by Ian
Hamilton Finlay that were begun during the third quarter of
the twentieth century. I am aware that over a century and a
half may appear to present an all but unbridgeable gulf to the
continulty of my theme. However, my claim is that inclusion
of these modern gardens (Chapters Six and Seven) needs no
extrinsic justification. Finlay himself has attempted to
bridge the gap, and has aligned his neo-classical garden more
closely with those of Pope and William Shenstone, and with
Stowe and Ermenonville, (which all date from the eighteenth
century), than with any gardens of the present. More
importantly, he has clalmed a sacred status for hls garden
temple and demanded institutional recognition of that status,
taking political action in support of his contention. This
study seems to provide a suitable opportunity to examine
Finlay's garden for consistency to the sacred, political and
semantic implications established by the eighteenth century
examples. Moreover, Finlay has attempted to re-establish the
poetic garden in a central position within gardening culture,
and thls 1involves concentrating upon the possibilities of
imaginative meaning in gardening. The major tradition of
gardening in the present century is derived from an 1ideology
established in the nineteenth century, and has involved the
arrangement of plants in pleasing visual displays, with the
simultaneous servicing of a botanical interest: "In this age,
a frog in a garden pond is of more interest than a budding

water-1ily. And a water-1lily is of much more interest than an



inscription or a sculpture"™ 1[23]. Finlay attempts to change
this and contest the meanings appropriate to a garden pond,
with a view to reactivating those of neo-classical tradition

(including sacred meaning).

The basic building materials for an 1inquiry 1into sacred
meaning in gardens are wvarled. Archival sources and letters
can reveal owners' or designers' thoughts. These can be
supplemented by the descriptions left by visitors reporting on
their experlience of the gardens. 1In addition, there are often
cross-references to the surrounding cultural field that allow
specific significations to reveal themselves. The cultural
field can include other works by the owner or maker of the
garden. The general approach of this study has been to bring
light to bear on the gardens from the surrounding culture, or
from archival evidence, with a view to improving our
understanding of the sacred idea at previously little-known or
unknown gardens (Duncombe Park and Rievaulx Terrace, Sledmere,
Finlay's commissions), or with the goal of revising our
present understanding of other gardens in the 1light of the
sacred (Twickenham, Finlay's Little Sparta). The relative
obscurity of most of these gardens was one reason for their
selection, with the goal of increasing the number of gardens
about which it is possible to speak with detailed knowledge.
Occasionally, however, this methodology 1is reversed and light
is allowed to fall outward from gardens to illuminate, for
example, an obscure chapter of Pope's biography, or relations

between garden and 1literary culture, or the process of

- 10 -



perception itself. This is undertaken where it is deemed that
the subject i1lluminated can only be explored through garden
history's exploration of the sacred idea. It is a way of
showing what garden history can contribute to the general

development of knowledge in the Humanities.

While using the 1literary and archival sources specified
above, garden history must also approach the constituents of
gardens independently of them 1if and when necessary - or at
least add to the evidence provided by such sources the results
of a direct engagement with the garden. A garden - an
enclosure open to the sky and altered for ornament or pleasure
- can 1include a range of signifying features: in the second
example from Dryden, they include a grove, a lake, a stream
and a building; to these one could add statues, inscriptions,
ornaments (such as urns), earthworks, tools, botanical labels
and even individual plants or arrangements of them.
Recognition and identification of these significant features
are parts of the process of revealing the garden's meaning
[24]. The nature of the signifying feature 1is of prime
importance: the "quoted"™ or "translated" sacred idea is
signified very differently by a classical temple, a different
kind of garden feature given a specific sacred denotation
(such as a hermitage), an obsolete building which was
previously the site of sacred worship, a building which
continues to be used for such, a building originally made for
a quite different purpose and subsequently sacralized, and a

sculpture of 1logs and unworked stone. Between them the

- 11 -



gardens selected for this study encompass all these types of
feature. Once this process of recognition and identification
has been achieved, the other factors, unique to gardens, that
differentiate gardens from other works of art and that are not
accesslible via archives or cultural reference, can be

analyzed.

Some of these factors pose problems of an unexpected kind.
It could be argued, for example, that the chief ingredients of
gardens are beyond the control of visitors and owners alike:
weather, time, 1light. while not <claiming to offer a
systematic appraisal of them, this study will at least direct
attention to such factors when they seem especially pertinent

to imaginative effects and the sacred idea.

Others can be analyzed with more certainty. Consideration
of these amounts to an examination of the context of the (in
this case sacred) 1idea occurring within the garden. The
context, after all, largely determines how we understand a
garden feature. An analysis of context explores how a garden
articulates itself; how the parts work together; what factors
in the garden determine how features (or the whole) are seen,

and how such determinations work [25].

In attempting to respond to the challenge presented by such
factors, this study has relied a good deal on rhetorical
analysis, and some Justification for applying this to gardens
should be undertaken. Various scholars have argued for the

importance of rhetorical analysis to contemporary work in the

- 12 -



Humanities. In particular, Hayden White's tropological work in
history has demonstrated the deep basis in rhetoric of
historical discourse [26]. Carolyn Springer, working with the
rich urban domain of Rome as her subject matter, claims for
rhetoric the status of "the fundamental structuring principle
of human discourse" [27]. Implicit to both scholars 1is an
understanding that rhetoric pervades epistemology, and because
of the depth of this penetration, could therefore potentially
take effect in paralingquistic representations (in particular,
wWhite argues that there are "psychological equivalents" of
what tropes are 1in 1langquage (28])). However, as gardens
themselves cannot be accounted as a discourse 1[29]1 (though
there is of course a discourse of gardens), thils study 1s, Dby
the nature of its subject-matter, more greatly indebted to the
example provided by the work of Stephen Bann, who has
demonstrated how rhetorical tropes can be detected and
analyzed 1in three dimensional objects (and collections
thereof) - an area 1in 1large part independent of verbal
discourse [30]. Bann draws on the work of the anthropologist
Dan Sperber to discuss the possibility that "figures of
thought" present themselves as rhetorical figures, "functions
both of the text and of the shared knowledge" which are
"focalised" in the material of the text [31]. Bann argues that
"by emphasising the primacy of "figures of thought" which are
focalised in language, Sperber also opens up the possibility
that such figures could be focalised in other material

conditions" [32]. Such a "guiding assumption" is the point of

- 13 -



departure of my own conception of rhetoric.

One Justification for an analysis based on rhetoric Iis
therefore the expectation that it will give the most precise
definition to the invisible devices that organise structures
of meaning within gardens. However, the very application of
this to gardens rests on the ¢type of further Jjustification
provided by Sperber, and views rhetorical analysis as
providing a direct way of aligning gardens with the
fundamental processes of human understanding. The writings of
various other scholars encourage such a view. The work of
Roman Jakobson, applying metaphor and metonymy to functions
within language use, enhances the cognitive status of these
tropes [33]. Chomsky's famous rebuttal of Skinner's theory of
language acquisition, and the consequent realisation of the
importance in that process of the ability of the child to draw
an analogy, provides a similar status (of "figure of thought")
to what we designate a rhetorical trope [34]. In addition to
these instances, Stephen Bann has equated metonymy and

synecdoche with specific processes within the psychology of

object-relations [35]. The expectation 1is, therefore, that in
those gardens where these rhetorical tropes (and, by
extension, others) can be demonstrated to be at work, a direct
insight can be established onto the ways 1in which such
processes of cognition and ordering find visual and

three-dimensional expression.

Up to this point I have characterised the sacred 1idea 1in

- 14 -



terms of metonymy (a "quotation" from the classic) and
metaphor (a "translatlion"). However, two other ways of viewing
the sacred will become important during this study, and they
may be thought of as projections of the trope of 4irony. The
deist philosopher Matthew Tindal, writing in 1730, exposes and

exemplifies one such view:

The bulk of Mankind . . with Confidence aver,

That, tho' all other traditionary Religions

are full of gross Falshoods, and most absurd

Notions, which their Priests impudently impose

on them as divine Truths; yet our own Priests

are such faithful Representers of Things, that

One may was well question the Truth of all

History, as the Truth of Things believ'd on

their Authority [36]
In the era when Tindal wrote, religious controversialists
regularly stigmatised the sacred beliefs of others as
"enthusiasm" and "superstition" (371, while seeking to promote
their own view of religion 1in contradistinction to the
condemned tendenclies. Superstition, in particular, will
become an important control on the discussion of the sacred as
it emerges in eighteenth century gardens. Tindal's own
discourse is absolutely anti-superstitional [38]1, a position
that leads him to condemn bigotry as worse than atheism.
wWhile his main attack 1is on Roman Catholicism, he also
condemns Protestants whose '"pretended Zeal carries [them]
contrary to the Principles of Religion, into persecuting
Measures" [39]. The popularity of deism in the first half of

the eighteenth century after nearly two centuries of

religion-inspired strife (perpetuated in the eighteenth

- 15 -



century by the Jacobite struggle - a political dispute with a
basis in religion) can be in part accounted for by 1its

anti-superstitional stance.

This point brings up the second ironic view of the sacred, a
modern theory which becomes particularly important in Chapter
Six [40]1. This cogent analysis focusses not on the sacred
itself so much as on the process of sacrallization, the
mechanism within certain societies whereby human violence is
re-defined as de-humanized violence by being attached to a
sacred idea, which can then prepare the way for victimage and
the sacrificlial principle. 1In this view, the sacred functions
as a camouflage for the victimage mechanism, and "Violence |is
the heart and secret soul of the sacred" [(41]). While this
analysis could potentially be widely applied, the gardens
discussed in Chapter Six offer a particularly clear view of

the mechanism at work.

The creative 1imagination, <choosing and working upon the
sacred element, has generated gardens that embody both private
and public preoccupations. 1In the final chapter I concentrate
more particularly on the place of the sacred within an
imaginative response to gardens and landscape, viewing
imagination not only as a property of the garden designer, but
as a faculty brought by the visitor to any encounter with
landscape, and one that can be awakened and employed by the
garden designer to overcome the limits not only of the garden

itself, but of the dominant rhetorical spirit of the culture.
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NOTES TO INTRODUCTION

1. The Shorter Oxford Dictionary; A. Kuper and J. Kuper, The

Social Science Encyclopedia (London: Routledge & Kegan Paul,

1985) s.v. "Religion and Ritual", entry by Maurice Bloch,
pp. 698-701. Important connotations for the worshipper may

Iinclude a sense of timelessness, or some other release from

the grip of the everyday.

2. Pliny the Younger, Letters, trans. Betty Radice (London:

Penguin Books 1969) pp. 216-217, 228-229.

3. Guy de la Bédoyére, The Finds of Roman Britain (London:

B.T. Batsford, 1989) p. 139. The evidence shows a wide
variety of Gods to have been worshipped at such rural
locations: in addition to the altar on Hadrian's Wall
inscribed "Deo" (revealed 1in a carving to be Mithras),
Silvanus, Jupiter, the goddess Garmangabis, Fortuna, Neptune
and Oceanus were among them. At Catterick there was an altar
inscribed "Deo qul vias et semitas commentus est" ("To the God
who invented roads and paths"). Also on Hadrian's wall "was
found the record of a 1lightning strike. Such a spot was
turned into a precinct once sacrifices had been made. The
inscription states, FULGUR.DIVO[RUIM, . . "the lightning of

the Gods" (ibid., pp. 154-155).
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4, cf. Plerre Grimal, Les Jardins Romains (Paris: Presses

Universitaires de France, 1969) pp. 314-316. While Grimal's
book remains the most comprehensive and authoritative
commentary on Roman gardens, it has been supplemented by
modern archaeological findings. See, for example, E.

Macdougall and W. F. Jashemski, eds., Ancient Roman Gardens

(Wwashington: Dumbarton Oaks, 1981) incl. esp, (for the
sacred) Brunnilde S. Ridgway, "Greek Antecedents of Garden
Sculpture" (pp. 9-28). Ridgway concludes that, in addition to
"sacred groves and natural shrines", Greek cemeteries should
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CHAPTER ONE

ALEXANDER POPE'S SACRED SHADE:

TWICKENHAM AND GARDENING 1718-1735

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

And in as loose an order grows,
As the Corinthian porticoes.

The arching boughs unite between
The columns of the temple green;
And underneath the winged choirs
Echo about their tuned fires.

Andrew Marvell, Upon Appleton House, 11. 505-512

The Hermitage which William Kent designed in 1732 £for Queen
Caroline as a rustic classical building in Richmond Gardens
contained the busts of Newton, Boyle, Locke, Samuel Clarke
and William Wollaston [11. It marks the point of intersection
between gardening and natural theology or deism, therefore
accepting into landscape gardening the movement in religion,
stimulated by scientific discovery, which did so much to

change attitudes towards nature at the beginning of the
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elghteenth century. The Queen's Hermitage can be thought of

as a shrine to natural religion.

The status of the Hermitage at Richmond as a shrine to
deism, to Caroline herself, and to the Hanoverlian succession
is clearly demonstrated by varlous sources. The "Lines on
Her Majesty's Grotto" "By a reverend young gentleman" enact
within their poetic description of the grotto the process of
detection of a higher beling that was the essence of delsm,
The poem first outlines the deist impulse in general:

The Lords of Heav'n thou can'st not see

But thou may'st trace His Majesty

By what He made, this Earthly House,

And the rare Fabrick that it shows.
It then applies the séme principle to a reading of the
smaller fabric, the grotto:

Hence too the GENIUS of this Seat

Is character'd upon the Scene,

And does the Eye of Fancy meet.
That genius 1s revealed as the Queen ("Sacred CAROLINE") and
a prose encomium on the Hanoverian dynasty follows [2]. The
natural theology promoted by Caroline made nature itself the
repository of the deepest spiritual truth, a view that,
Inevitably, affected attitudes to the garden. As the
identities of the busts indicate, the work had been
continuing for a generation [3]. Caroline's Hermitage simply
appropriated the rationalist basis and anti-superstitional

stance of deism for the Hanoverian dynasty. Thus Batty
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Langley's thoughts turn to Caroline when he wishes to assert

a cognitive status for his book Pomona: or, the Fruit-garden

Illustrated (1729) beyond that of a simple manual of

fruit-growing. 1In the Preface he writes:

{the book is] to be read by every one that
desires to know the Reasons and Consequences

of all thelir Operations, which I humbly conceive
will be no less Delightful than Profitable;

the Whole being a new Scene of Nature, wherein
her wonderful Methods of Working, thro'out

her various Productions, are fully demonstrated,
in a concise and easy manner . . [4]

The "Dedlicatlion of the Queen" makes the message explicit:

to a mind so exalted by Nature, and improved by
Study, the Contemplation of the Works of the
Great CREATOR, display'd in the beautiful
Productions of Vegetative Nature, contain'd in
the copious System of Planting and Gardening,
will be an agreeable Entertainment .
For Hanoverian supporters Caroline and her Hermitage focussed

the cognitive, deistical and political appeal of gardens.

Some idea of the political opposition's reaction to the
Hermitage can be gained from an undated broadsheet collected
by the 1st Earl of Strafford [5]. Amidst the assortment of
anonymous anti-Hanover and anti-Usurper ballads, epigrams and
poems (which also attack Sir Robert Walpole and the Excise
Bill of 1733) 1is Swift's epigram, "On the Hermitage at
Richmond". However, another of the poems demonstrates even

greater indignation:

A Place there is, 'twas purchased cheap,
Thanks, Ormond, thy Undoing!
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And there they build a ruin'd Heap,
For All they build is Ruin!

Three holes there are, thro' which you see

Three seats to set your Arse on,

And Idols Four; of Wizards Three,

And One Unchristian Parson.

In pralse of Clarke (observe the Joke!)

Writes every Bard and Gown;

And Locke's the Theme of Courtly Folk,

wWho loved nor Court nor Crown. . .
The opposition volce is Tory and Jacobite, and anti-Deist.
By proving a focus for these concerns, the garden becones

both a subject and an arena for ideological conflict.

In comparison to the fury of the poems on the broadsheet,
Pope's poetic response to the completion of the Hermitage,

restricted to a single well-known 1line 1in the Epistle to

Burllington, seems restralned:

Nor in an Hermitage set Dr. Clarke. (1. 78)

The poet's strategy is to 1ignore the fact that Dr. Clarke
has been metonymically reduced to a bust, to take the llving
man as the object signified rather than his intellectual
achievement of making natural religion theologically
respectable, and to point to the absurdity of installing him
in a lonely hermitage. This strateqy is reinforced by Pope's
own footnote to the line, which reads, "Dr. S. Clarke's busto
placed by the Queen in the Hermitage, while the Dr. duely
frequented the Court." Pope's "while" should not be taken to
Indicate simultaneity: Clarke's bust was actually 1installed

three years after his death. caroline's achievement 1in
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locating the hermitage - a genus of garden building - as an
appropriate place to celebrate the popular establishment of
natural theology In England (the hermit belng conceived as
the type of person, 1in the period before Newton and Boyle,

most skilled in reading the book of nature), 1is therefore

deftly finessed.

A letter of September 1732 to Lord Peterborough makes it
clear that Pope's chief objection to the royal Hermitage 1is
that its idea is facile:

It will a little raise your envy to f£ind all the
Muses imployed in celebrating a Royal Work,
which your own partiality will think inferior

to Bevis-Mount. But if you have any inclination
to be even with them, you need but put three or
four Wits into any hole in your Garden . . .[6]

And he goes on to suggest an Opposition garden feature, by
proposing himself, Swift and Gay as the "wits". On 6 November
1732, in a letter to Burlington, he is careful to dissociate
his and Burlington's friend William Kent from the (apparently
general) criticism of the structure. This means that in
Pope's view criticism was focussed on the idea, rather than

the execution, and therefore directed at the Queen he hated

{7] rather than the architect he respected.

Apart from the political advantage to be gained from thus
satirising the Queen's artistic effort, another reason for
the concentrated energy of his written comments against the
glibness of the Hermitage seems to have been that while

Caroline was creating this building as a political and
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religious focus, Pope was also engaged in making a religious
shrine 1in his own garden at Twickenham: one that was much
more deeply and intimately bound up with the overall form of
the garden than Caroline's appeared to be, and one that
celebrated the 01d Faith in a natural setting. Pope's father
had converted to Roman Catholicism, which by 1732 was a falith
in decline compared with the fashionable deism of Clarke and
wollaston which was on the ascendant, about to be taken up

(In 1736, by Bishop Butler's Analogqgy of Natural and Revealed

Religion) into the mainstream of Anglican theology 1[81].
Pope's shrine therefore emerges as oppositional to Caroline's

more prominent and famous one across the river.

The basic form of Pope's shrine, as I have suggested
elsewhere, [9) was provided by modelling the central part of
his garden (Figure 1) on the ground plan of a Palladian
church. The plan is envisaged as a generic one, something
like those for San Gliorgio Maggiore or 1I1 Redentore, in
Venice (Figures 2 and 3), possibly 1influenced by other
renalssance architecture such as Bramante's unexecuted design
for St. Peter's in Rome (Flgure 4). The evidence 1is 1in the
very strong resemblance of the garden depicted 1in Serle's
plan, to architectural drawings of churches (Figure 5). There
Is also Spence's record of Pope discussing this very idea, of
imltating a cathedral or Roman temple 1in trees, and
elaborating on details such as the creation of columns and a

donme:
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I have sometimes had an idea of planting

an o0ld Gothic cathedral, or rather some

0old Roman temple, in trees. Good large

poplars, with thelir white stems, cleared

of boughs to a proper height, would serve

very well for the columns, and might form

the different aisles, or peristiliums, by

their different distances and heights.

These would look very well near, and the

dome, rising all in proper tuft in the

middle, would look as well at a distance [10]
Pope's qualification, "Gothic cathedral, or rather some old
Roman temple" is interesting. The very fact that he went on
to elaborate the detalls of the dome rules out the
possibility that he really had Gothic architecture in mind -
no Gothic cathedral he would have known has a dome, and he
had no scholarly 1nterest 1In the Gothic, as he had in
Palladio. Moreover, Palladio's architecture illustrates the
combination of the two objects which Pope mentions: he

planned cathedrals with the outward form of Roman temples.

The very definition of space, by vegetation and stone
ornaments as well as by changes in the level of the ground,
would have produced for the visitor a tension and
"scenographic" [11] effect very similar to that conveyed by
Palladio's church designs. 1Indeed, this quality (defined by
Rudolf Wittkower as "Palladio's Optical and Psychological
Concepts") [12] has been 1identified as the chief
dlistinguishing characteristic of Palladio's ecclesiastical
work. We know that Pope had studied Palladio 1in depth; that
his close frlilend Lord Burlington had an unparalleled
collection of Palladio's drawings and plans, as well as being

the driving force behind the extensive neo-Palladian movement
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in England. Pope had as Kkeen an interest in architecture as
he had in painting, but rather 1less of an opportunity to

indulge 1t. 1In the Essay on Man Pope had appealed to the

same theories of cosmic harmony and Pythagorean number theory
of the unlverse that 1lay behind Palladio's architectural
proportions, [13] and Burlington's collaborator Robert Morris

in his Essay on Harmony (1734), attempted to 1include modern

gardening in the net of harmonic proportions.

The focus of the shrine 1s provided by the Obelisk
commemorating Pope's mother, which, by 1its elevation above
the rest of the garden and situation 1In the furthest part of
it, occupied a position very like that of an altar in
churches., The Obelisk would thus give the arboreal church
its dedication. Palladio's churches dealt with the central
problem of Renalssance ecclesiastical architecture, the
theoretical desirability of a centralised plan, and found
various solutions to the conflicting interests of theory and
relligious practice. In traditional practice a distant
position for the altar was favoured, for symbolic reasons as
well as to facilitate the dramatic presentation of the
servlice. Not only was the position of the altar still a
subject of controversy in seventeenth-century England ([14],
but at the time when he was establishing the garden, Pope had
a working relationship with an architect who was, during the
same years, working on a centralised plan for St.
Martin-in-the Flields, (Figure 6) and therefore encountering

the same problems: James Gibbs helped him to palladianize his
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house, and letters to Pope from him survive from 1719, soon

after Pope moved to Twickenham, and 1725, thus neatly marking

off the first phase of the creation of the garden. There is
stylistic evidence that in 1725 the Catholic and Tory Gibbs

also . assisted Pope with another very personal
matter, the design of a memorial to Pope's nurse, Mary Beach.
This stone, on the wall of Twickenham Church, 1s 1in a
characteristic "Gibbslian frame" (151 (Figure 7). Clearly, had
he wished to discuss the problems of morality and symbolism
in architecture, there was plenty of 1learned stimulus

avallable in Pope's intellectual circle.

This suggestion of an architectural model, of sacred
significance, will be considered here in the context of other
gardening forms of the 1710's and 1720's. It will also be
assessed in light of other modern interpretations of Pope's
garden. In the next chapter the Obelisk will be closely
evaluated, and it will be arqued that Pope's mother and her
Roman Catholicism provided an informing presence in Pope's
green church that implicitly contrasts with Caroline's busts
and her deism. The next chapter will also consider some
connections between this view of his garden and his

self-avowed Horatian model.

II

Pope's garden has been so much discussed in print since the
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appearance of Maynard Mack's inspliring book, The Garden and

the City in 1969, that the writings about it offer something
of a case study 1in contrasting methodologles and
developmental views of garden history. Reviewing
achievements so far will enable us to place the view of the

garden which has just been outlined within the framework of

other recent scholarship.

John Dixon Hunt has recently discussed Pope's garden twice;
In the earlier essay he Iinterprets Pope's grotto as a
nymphaeum and musaeum in the tradition of classical Rome and
renalssance 1Italy [(16]1. The second discussion builds upon
this and places Twickenham in a Palladian gardening movement
growlng up with (and somewhat dependent upon) Burlington's
architectural "revolution" [17]. He is concerned to show how
Pope adapted and used a long tradition of garden-making in a
way similar to his use of classical latin poems as a model
and an inspiration for his poetry. The Italian emphasis is a
most valuable one, and Hunt's discussions are very extensive
on Pope's writings and the grotto, but there 1s no similarly
detalled attention to the rest of the garden which might
extend or test the view which he puts forward. Hunt sees the
impact of Palladian architecture as that of a model or
example - a closely related art form also looking back to
ancient and renaissance Italy. My own view iIs that in Pope's
case the relationship between garden and Palladian
architecture is a lot closer than that of architecture simply

providing Pope with an example: it is an interpretation, made
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physical in the garden, allowing him to reproduce 1in one art

form a shape hitherto exclusive to the other: an isomorph.

Morris Brownell had previously interpreted Pope's garden
from the perspective opposite to that of Hunt: as a work
which was reaching forward into the future of garden design,
a precursor of naturalistic or "picturesque" gardening (18].
A glance at John Serle's map of the garden of 1745 (Figure 1)
might suggest that Brownell's 1s a precarlious assertion, as
its symmetry and enclosure show that Pope's garden has
nothing to do with the design principles advocated by the
Picturesque Movement at the end of the eighteenth century,
which themselves grew out of the landscape garden. Indeed,
Pope's is not a 1landscape garden in the sense in which we
understand the phrase: it is not designed to counterfeit an
idealised countryside, it does not incorporate parts of the
agricultural landscape, nor does it have a close relationship
to the unbounded vistas of the landscape painting. His
garden is also in its major features remarkably symmetrical,

and symmetry has never been judged a naturalistic quality.

The main feature of Pope's garden (leaving aside the
grotto) consisted of a long walk or vista stretching between
the Mount and the Obelisk. As we have seen, the definition of
space within it 1is strongly reminiscent of architecture but
this was achleved, at 1least 1in this part of the garden,
without wusing clipped hedges: one visitor carefully reports

that the encroaching vegetation is "pruned" away, so that
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leaves and twigs appear unmarked by clippers and therefore as
natural as possible [19]. Within this central avenue, Pope
planted and deslgned carefully for modulation of colour and

effects of light and shade.

Pope's own references to that careful designing (especially
as they mention the transference of such techniques from
painting to gardening) are the cornerstone of Brownell's
argument. However, his method of applying the evidence has
tended to ralse objections to his 1larger 1idea [20]1. On
occasion, too, he Jumps to conclusion without any evidence at
all, as when he writes that the inscription on Edith Pope's
Obelisk and the solemnity evoked by the cypress walk up to it
"suggests (sic) that his mother is remembered in the garden

as she 1is 1in the Epistle to Arbuthnot where he prayerfully

writes, "Be no unpleasing Melancholy mine"™ (1. 407)" (21}. It
may seem trivial to point out that the line from the Epistle

to Arbuthnot does not "remember" Mrs. Pope at all, so much as

contain a general wish for the poet himself. It applies to a
time when Mrs. Pope was still alive, whereas the Obelisk was
built after her death. At any rate, as I shall show later,
when Pope's conversation about the obelisk is
cross-referenced with some of his poetry, a very different
assoclatlion of mood and a less cosy way of remembering his

mother s suggested [221].

Intensive consideration of Pope's garden was introduced by

Maynard Mack. Mack's scholarshlp 1is meticulous and detalled,
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and his view of Pope's grotto has been widely accepted - has
indeed been so persuasive and forceful as to attract
attention away from the rest of the garden. He has also very
firmly established the importance of Pope's villa to our
understanding of Pope's poetry. A later arrival to the fleld
of Pope scholarship can only hope to build upon Mack's
picture of Pope's villa - and in this case 1in two specific

ways.

Mack discusses the unexecuted plan for Pope's riverside
frontage, to 1include statues of river-gods and busts of
Cicero, Marcus Aurelius, Homer and Virgil, on terms [23].
Pope had 1included all of these in "The Temple of Fame" many
years before [24]. (Serle's plan shows marks which probably
represent the busts, and an elevation of the scene is visible
in Figure 8). While the references to Cicero - defender of
the late Roman republic - and Marcus Aurelius - early
philosopher-ruler - are best interpreted as political
gestures on Pope's part, the busts of the poets place Pope
himself, by implication, in the grandest classical
tradition. The Virgilian world was of course a "home" for
the poetic imagination in Pope's time, not 1least 1in Pope's
own case, As such it might have suggested itself as a
suitable world to be evoked in poetic garden design: specific
cases are the slightly later Stourhead and The Leasowes. John
Dixon Hunt has argued that the combination of imitation and
the new 1s the characteristic strateqy underlying the design

of eighteenth century gardens [25].
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We can see a similar strateqgy, borrowing to create
something new, at work iln the plans for Pope's riverside. 1In
addition to the busts, two river gods were to recline on urns
at elther side of his 1landing-stage, and would be the first
feature encountered by visitors after dlsembarkation.
Although this part of the plan was never implemented, it
nevertheless represents Pope's 1ideal way of framing the
garden. (I use the word in the particular way it is employed
in formalist analysis of literary texts, where a framing
device has the speclific function of establishing the
authenticlity of a text by reference to an external model or
source.) The inscription on the urn of one of the river gods
was to have been taken from a passage in Politian's Ambra
describing the river that flowed past the birthplace of
Homer: "Hic placido fluit amne Meles". The inscription for

the other god's urn came from Virgil's Third Georgic, 11.

14-15: "Magnis ubi flexibus errat Mincius". This quotation is
located in a description of Virgil's imaginary landscape of
victory that the poet undertakes to build once he is
acknowledged as the greatest poet iIn the world. This source
is also therefore a literary or unexecuted design, which must
bring up the question of whether Pope ever really Iintended
his plan to be realized, or whether it was simply a literary
fantasy. At first it looks simply as though a progression of
poetlc greatness across classical clivilisation 1s belng
formulated: Homer; Virgil; Pope. Unlike Dryden's flood

imitating Simois, the Thames is not being called upon to

-~ 39 -~



imitate Mincius or Meles, and Pope's home is being placed in

the grandest possible classical tradition.

However, there is an equivalence involved. Immediately
preceding the phrase quoted from Virgil are the lines,
"viridi in campo templum de marmore ponam/ propter aquam"
(11. 13-14). The interesting parallel is that Pope had indeed
so placed a temple (not of marble), and his garden, thus
framed, therefore amounted to a translation into English
terms of the sacred connotations of this classical model -
along the lines that were outlined in the Introduction to
this study. Once the idea of translation has been
introduced, a richer significance for Pope's riverside 1lawn
articulates itself, and provides a three-dimenslonal version
of what is publicly acknowledged in the poetry. That Pope
had been able to establish this green temple was a triumph
for his poetry (and its 1income-generating power) over his
physical and religious handicaps. As Virgil's was to have
been, it is a garden of triumph. Pope's financial success
was founded on his translation of Homer: "(thanks to Homer)
since I 1live and thrive, / Indebted to no Prince or Peer
alive™ [26]. Pope 1is not merely borrowing virgil's imagined
poetic world; a gardening translation of the <c¢lassics has
been made possible by a literary one, and the debt Iis

acknowledged in the proposed riverside embellishments.

Walking up the slope from the riverside 1lawn, visitors

penetrated the grotto. Mack seeks to demonstrate the depth
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and seriousness of Pope's involvement with his garden by
suggesting that the grotto helped him to achieve a
trance-1like state which in turn helped his imagination become
generatlive of poetry [(27]. In support of thls Mack quotes
Pope's letters, the testimony of other poets such as
Wordsworth, and a psychological authority published in 1916.
Further pyschological experiment with trance-like states
since that date confirms Mack's suggestion. The Californian
garden designer Vince Healy speclilalizes in designs for
hospice gardens and gardens as sites for psychotherapeutic
rehabilitation 1[28]. The foundation for his work 1is the
discovery by behavioural psychologists that the quickest ald
to meditation or self-hypnosis (or simple relaxation in the
case of some patients) 1s for the subject to focus with equal
attention on stimulil to two or more senses at the same time.
Healy uses this principle 1in designing environments for the
dying and the psychologically 1ill, but also in private

pleasure gardens.

Far from offering only a gentle stimulus, Pope's grotto was
obviously something of a sensual feast, almost an excess of
audible and optical effects. The visitor from Newcastle
found that "the Caverns of the Grot incessantly echo with a
soothing Murmur of acquatick Sounds" [29]1. Pope wrote to
Edward Blount, "a thousand pointed Rays glitter and are
reflected over the Place" [30] as a result of the large
number of reflective surfaces decorating the walls and

ceiling. A stimulus additional to these would have been the
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awareness on the skin of the different air temperature in the
grotto - a refreshing coolness in summer, perhaps a warmer
sheltered pocket in winter. This stimulating environment
would have greatly eased Pope's passage into a poetic trance,
1f indeed his working method required such a change of mood.
It is very interesting to note an eighteenth-century
recognition of this quality in Pope's grotto. william

Mason's poem Musaeus: a Monody on the Death of Mr, Pope was

written In the year of Pope's death, and published in 1747.

In it the poet imagines Pope awaiting death iIn the grotto:

How, in yon grot, each silver trickling spring
Wander'd the shelly channels all among;

While as the coral roof did softly ring
Responsive to thelr sweetly-doleful song.
Meanwhile all pale th'expiring Poet laid,

And sunk his awful head,

While vocal shadows pleasing dreams prolong;
For so, his sick'ning spirits to release,

They pour'd the balm of visionary peace,

This passage combines, as it were, Mack's and Healy's views
very clearly, as does a later one, when Thyrsis addresses the

expiring Pope from his own vision:

Yet not this various peaceful cave, with this

Its mineral roof; nor this assemblage meet

0f coral, ore and shell; nor mid the shade

These pointed crystals, glist'ring fair; nor rills,
That wander tinkling o'er the pebbled floor;

Deal charms more various to each raptur'd sense,
Than thy mellifluous lay- ([31]

Mason, a skilful gardener himself, would have had the
sensitivity to realise the capacity of Pope's grotto to

stimulate the senses, whether his knowledge of it came from a



first-hand visit or through oral or written descriptions.

Thus Pope's involvement with the grotto was very intimate
indeed. By providing a stimulus, as well as a metaphor, for
the poet's 1imagination, the grotto became a participating
extension of that 1imaginative power. However, it is
important to remember that the same stimulus was also
avallable to visitors, effecting a gentle disorientation that
would have prepared them sensorily and emotionally for a

vislonary way of seeing the rest of the garden.

III

One other modern interpretation of gardens of the 1730's that
bears on Pope's garden needs to be mentioned. Serle's map
deplcts Pope's garden as an extension of two types of bosquet
evolved ln French gardens iIn the seventeenth century: one |is
the wilderness, a sort of naturallised maze or labyrinth which
would give visitors the sense of being lost and coming upon
garden features unexpectedly. Pope's wilderness lies around
the central open space In the garden and around the Shell
Temple (Figure 9). This area was identified as a wilderness
by the visitor whose description of Pope's garden was printed

in the Newcastle Magazine in 1748: he describes the grotto

"passing cross under the high Road" and then opening "into a
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wilderness Part of the Garden" and later reports that "in
passing out of the Grotto we enter into a Wilderness" ([32}.
Pope himself had also referred to the area between grotto and

Shell Temple (and around the Temple) as "the Wilderness" |in

1725 [33].

The other type of French bosquet which was used by Pope in
the design of Twickenham, embedded within the wilderness, was
more architectural, and rarer 1in England (Figure 5). David
Jacques has identified a small group of three other garden
designs which also draw on the same source:

the sort of geometry that Le Nostre had

used for some of the later bosquets at
Versailles in about 1680. These bosquets

were outdoor "rooms", treated architecturally
with walls of clipped hedges. Their plans

were composed from intersecting shapes and are
reminiscent of the plans of Baroque churches,.
Although symmetrical about their axes, they

varied In width and shape possibly with the
intention to give optical or theatrical

effects. [34]

The group ldentified by Jacques consists of an unexecuted
plan for Nostell Priory in Yorkshire by Stephen Switzer, and
two gardens designed by Lord Petre and his French gardener
Peter Bourginion: his own at Thorndon Hall, and one for the
Duke of Norfolk at Worksop Manor. Petre, Bourginion and the
Duke were all Roman Catholics like Pope [35]. These designs
amount to the closest stylistic analogues of Pope's own much
smaller work, and given the 1loyalty all show to
ecclesiastical ichnography, there may be some significance in

the fact that all were produced by Roman Catholics who were
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peripherally 1involved with Jacobitism. There is the
intimation of a Roman Catholic style [36]. The designs
Jacques mentions all date from the 1730's, while Pope's very
silmilar garden layout existed, at least in an early form,
during the previous decade. Therefore if there is immedliate
influence beyond that of French models, such 1influence

emanates from Twickenham.

Unfortunately, Jacques curtails his discussion of the
desligns, regarding them as a backwater of parkland design
rather than In the mainstream of gardening development. 1In
doing so, he reveals the perspective ("Of more significance

for the future were . . ") which determines his view of what

is of interest.

The notion of making a garden conform to architectural
lineaments has forerunners both 1in seventeenth-century
English poetry, and in other gardening practice of Pope's
time. The ldea 1s elaborated twice in Andrew Marvell's "Upon
Appleton House" (see the epigraph to this chapter and 11.
281-288). Pope's poetry does not deal with this 1dea,
although 1its ghost might haunt various passages of "The
Temple of Fame" where we see the temple growing before our

very eyes (1l1. 89-92, 262-265).

However, there is a large amount of evidence that Pope was

accustomed to viewing and interpreting gardens in
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architectural terms. In a letter of 1724 to Martha Blount,

describing Sherborne Castle, he writes, "You come first out

of the house into a green Walk of Standard Lymes with a hedge
behind them that makes a Colonnade" [37]. A 1little 1later,
after reporting the arrangement of groves of horse-chestnut,
a bowling-green and canal, "behind this 1is a Semicircular
Berceau, and a Thicket of mix'd Trees that compleats the
Crown of the Amfitheatre which is of equal extent with the
Bowling-green". Even the geometry of the wilderness |is
admired: "a little triangular wilderness" the "quarters" of
which are filled with honeysuckle and cherry trees "all
within reach of the hand." Both the colonnade and the
amphitheatre are what would normally be considered

architectural features, but are here fabricated by trees and

bushes.

Other features in Pope's own garden have a very precise
architectural form. In 1725 Pope wrote to Edward Blount
describing his garden [38]. Between the Shell Temple and the
grotto he says there is "a sloping Arcade of Trees". The

Oxford Companion to Gardens defines an "arcade" as “a tall

hedgerow (usually of hornbeam) clipped into the form of a row
of arches supported on smooth tree-trunks resembling columns;
a feature 1in the gardens of Marly" [(39]1. Green arcades of
this kind are depicted in many paintings and engravings, an
example being an anonymous painting (dated 1725-1730) of
Winchendon House, Buckinghamshire, the seat of another

Jacobite, Lord Wharton. Winchendon 1is mentioned by Stephen
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Switzer, iIn Ichnographia Rustica (1718), as a good example of

a garden In which garden forms imitate architectural features
(40). Indeed, green arcades were used so often 1in English
gardens of this time that examples are almost too numerous to
list. In additlion to Twickenham, Winchendon and Sherborne,
Lord Perceval's 1letter describing Hall Barn in 1724 has
survived: in one part of the garden he found "the temple of
Pan or Sllvanus, consisting of several apartments, arches,
Corridores etc composed of high thriving Ews, cut very
artfully". Such features are also depicted in the

Frontisplece to the Cataloqus Plantarum, a nurserymen's

catalogue of 1730 [41]. 1In the same letter to Blount, Pope
again mentions the view up from the porch of the grotto which
faced "toward the Arch of Trees." In his own edition of his
correspondence, publlished 1in 1737, this phrase has been
changed to "toward the Garden shadow'd with trees" either
because it 1is more poetic, or more likely because taste in
gardening had changed sufficiently during the intervening

yvears for the imitation of archltectural features to be less

fashlonable.

We can reach a very clear idea of what Pope's arcade was
like by considering carefully 1its position and function in
the garden. The drawling of Pope in his grotto, attributed
variously to William Kent and the Countess of Burlington
(Flgure 10), shows arcades of brick or stone on elther side
of the grotto, which connect 1in an arched vault. It is

likely that Pope would have tried to reproduce this shape in
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trees up the walk to the temple, in order to blend inside and
outside as seamlessly as possible, as well as to accomplish a
"translation™ 1nto other materials, a sort of 1light pun.
With this purpose of easing the transition out of the grotto
in mind he also writes to Blount of his intention to pave the
walk up to the temple with "cockle-shells" (a thought omitted
in 1737). The cockle-shell walk would be "in the natural
Taste, agreeing not 1il1l with the little dripping murmur, and
the Aquatic Idea of the whole Place". To sustain the "aquatic
idea", the cockle-shells may be thought of as forming a sort
of dry cascade. At the same time we notice 1in Pope's
description that an auditory sensation is being linked to a
visual one, so that the sentence displays some of the
confusing or blending of the senses which we have seen the

grotto amply equipped to do. It is a dense and remarkable

piece of gardening [42].

Thus the green arcade may have been vaulted over the walk
as well as flanking both sides of the path. 1Indeed, that is
what the visitor from Newcastle found twenty-three years
later. The walk was "over-arch'd with wild and interwoven
Branches of Trees. From the Temple, this sylvan Arcade,
together with the passage of the Grotto, makes a sort of

continued Tube . . " The trees were "interwoven", which

indicates work done deliberately.

So as the visitor emerged from the grotto 1into the

wilderness, she or he found an architectural feature
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translated into the materials of gardening; a strateqgy which
continued in the rest of the garden. Turning away from the
arcade tunnel and the shell temple, the visitor could ascend
the artificial mount and view the rest of the garden from
above, or pass the foot of the mount to enter the central
walk or avenue which contained the bowling-green, and which
Walpole so praised (43]. This area was 1laid out in plan like
a Palladian church, combining Pope's enthusiasms for both
architecture and gardening, and providing a way of unifying
the design of a large area of the garden which contalined
varlous different features: mounts, gquincunx, bowling-green,
urns, broad walks, a green bank, cypress walk and Obelisk.
Evidence of this strategy employed at other gardens apart
from Thorndon, Nostell and Worksop iIs not plentiful, but
Stephen Switzer discusses the 1idea of "laying down some
little Spots of Gardening, in the Manner that the Ichnography

or Plan of a Bullding is", in Ichnogqraphia Rustica (1718). He

writes that this is a new and beginning design strategy,
which should be logically extended: "and by means of Eugh and
other tonsile Greens, to 1imitate the Elevation thereof, in
Columns, Pilasters, Niches, etc." The owner "is often glad
to find some few Elegancies, and neat 1little Gardens, made
and kept by Art". Switzer gives an example: "Such, 1in
particular, iIs that beautiful Hollow at Kensington, with the
several Cablinet-Recesses and Niches round it; . . . there lis
something in this entirely pretty and new in Gardening"™ ([44].

Pope was, therefore, developing a new idea of gardening, but
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not in quite the way we have tended to think in recent
years. We have already seen Petre and Bourginion, as well as

Switzer himself, later extending the idea to very large

dimensions indeed.

At Twickenham, the optical experience of the visitor
approaching from the Shell Temple was carefully considered
and prepared by Pope. As the spaces opened or closed in,
stone ornaments and the smaller mounts acted as unifying or
binding elements, reminding the visitor of each other or of
the large mount. One visitor defined the area precisely by
referring to the stone features: "an elliptical area, havling
at the upper end an obellsk and on its sides Pedestals" [45].
By unifying this area the ornaments functioned very 1like
alliteration or rhyme 1in poetry, which emphasizes the unity
of the verse across the particularities of sense. Ronald
Paulson has experienced a similar dialogue at Stourhead
between concealing, absorbing vegetation, dividing the garden
and making the parts of it different from each other, and
stone architectural features emerging from the vegetation and
establishing, then adding to, some coherence or overall
statement of meaning [46]. Doubtless the experience of
Stourhead is more wvivid, as the garden is larger, and more
naturalistic in layout; but the experience may be interpreted
as a constant, recurring feature characteristic of any garden
and one of the essentials on which the principles of design

are based, and thus applicable to Pope's Twickenham too.
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The vegetation of Pope's garden, elther as surrounding
trees and shrubs or as grass on the 1lawn and banks, was
mainly responsible for the definition of the central space
into various parts, while the alliterating ornaments began to
state a contrasting, unifying theme which was eventually
centred In the Obelisk at the far end, ralsed like an altar
above the main floor of a church. However, there was a small
exception to this principle. The visitor from Newcastle
found that "The Middle of the Garden approaches nearest a
Lawn or open Green, but i1s delightfully diversified with
Banks and Hillocks; which are entlirely cover'd with Thickets
of Laurel, Bay, Holly, and many other Evergreens and Shrubs .

. " This particular kind of vegetation 1is clearly breaking
up the definition of space, (at 1least three years after

Pope's death), to give added variety to the "elliptical area"

[471].

Iv

The picture which emerges of Pope's garden 1is that of a
garden of its time, similar, as we have seen, to many gardens
of the perliod 1716-1730, distinguished only by a more
thorough-golng application of the ichnographic concept. It
is, moreover, essentlally metaphorical, working by
substitution (of trees for columns, arching trees for stone

arcades) and identification (the trees look like columns and
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arcades; the Obelisk has the solemnity of an altar).

The 1deas which Pope quarried for his translations into
gardening were not particularly arcane. Apart from the
examples of other gardens, of Marvell, and of Palladio's
plans for churches, had Pope happened to 1look through
Cesariano's 1521 edition of Vitruvius, he would have found,
among floor-plans of sacred bulldings (pp. LII, XIIII) and
well-known 1images such as Vitruvian Man (p. L), an
illustration demonstrating the obelisk as the gnomon of a
sundial (p. CLVII) (an essential factor in its dense meaning
for Pope's garden), and the changing optical properties of an
obelisk as a person approaches (p. LXXXXVI). Although in the
Vitruvian traditlion the analogy between columns and the human

body is of great importance, and Cesariano illustrates this

too (pp. VI, VII), Pope (and Marvell in Upon Appleton House)
are more Iinterested 1in the column/tree analogy, which

Palladio was of course aware of: in The Four Books of

Architecture he attributes the practice of narrowing the tops

of columns to the ancients imitating 1in stone their
originally wooden structures - "taking example from the

trees" [48],

One other quality of the Obelisk and cypress walk should
perhaps be mentioned here. The accounts by visitors,
especlially from Walpole and the Newcastle Magazine, are
particularly valuable to the garden historian in recording

the emotional impact of the garden, which otherwise might be



very difficult to reconstruct. Wwalpole, for example, was
clearly unconsclously affected by the solemnity of the
Obelisk in its cypress walk, and referred to Mrs. Pope's
"tomb" [49]. However, we can supplement this aspect of them
by attentlon to geography, cross-referenced by Pope's own
words. The main orientation of the garden was east-west,
with the house at the eastern end. This meant that for much
of the year the sun would set roughly behind the Obelisk,
endowing Pope's view of it with the emotional glow of sunset
light, strengthening its silhouette beside the mediterranean
flavour of the cypress trees. The main metaphysical feeling
conveyed by this arrangement was surely distance: eleglacr,
poetic, perhaps nostalglic. We might zremember that the
achievement of symbolic distance was one o0f the chief
concerns In the controversy over the placing of altars 1in
centrally-planned churches, and was very relevant to Pope's
chosen layout. Spence recorded Pope elaborating on this
achlevement of distance 1in often-quoted words: "You can
distance things by darkening them, and by narrowing the
plantation towards the end, as they do in painting, and as
'tis executed 1in that 1little cypress-walk towards that

obelisk" [50].

The "things" which he described being distanced were the
cypresses and therefore the obelisk to which they 1led; and
the mechanism by which this was done was modulation of the
colour green, present in the foliage of the whole garden but

radically darkened by the cypresses. Brownell has asserted
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that Edith Pope was remembered in the garden with "no

unpleasing melancholy": but evidence from another of Pope's
poems glves a direct intimation that the emotions aroused by

the garden were more problematical. 1In "Eloisa to Abelard"

he had written :

But o'er the twilight groves, and dusky caves,
Long-sounding isles, and intermingled graves,
Black Melancholy sits, and round her throws
A death-like silence, and a dread repose:
Her gloomy presence saddens all the scene,
Shades ev'ry flow'r, and darkens ev'ry green
Deepens the murmur of the falling floods,
And breathes a browner horror on the woods

(11. 163-170, my emphasis)

Pope had achieved 1in gardening an exact replica of the
darkening green that he describes in the poem. (It is also
worth remembering that the "isles" of 1. 164 are of course
ecclesiastical aisles.) Although the two examples come many
years apart and might have been linked chiefly unconsciously
or subconsciously, the intimation that "Black Melancholy"
sometimes brooded over the Obelisk gives wus our clearest
indication of the grief that Pope felt over his mother's
death, and of how he constructed for himself a part of a
remodelled world to express that grief. As a church has a
dedication, so Pope's garden, at least in the part designed
along the lines of a church, in 1735 received its dedication
to his mother's memory. And 1in order to consider more
broadly Pope's meanings in his garden, it is to the Obelisk

and its dedication that we must now turn.
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NOTES TO CHAPTER ONE

1. See Maren-Sofie Rostvig, The Happy Man: Studies in the

Metamorphosis of a Classical Ideal (2 Vols.) (Norway:

Norwegian University Press, 1962) Vol. 1II, pp. 28-42, and

Judith Colton, "Kent's Hermitage for Queen Caroline at

Richmond", Architectura, 2 (1974) pp. 181-189.

2. This poem appears on p. 73 of Thomas Gent's "A Journey

into Some Parts of Yorkshire" (bound with Gent's The Antient

and Modern History of the 1loval Town of Rippon (1733)). The

poem reads:

With reverential Awe approach the Place;
'Tis sacred Ground, and here a Genius dwells:
But if thou wou'd'st discover who's the Grace
Behold the Roof; whose 'tis, the Mansion tells.

The Lords of Heav'n thou can'st not see

But thou may'st trace His Majesty

By what He made, this Earthly House,

And the rare Fabrick that it shows.
Hence GOD himself is this way seen;
Hence too the GENIUS of this Seat
Is character'd upon the Scene,
And does the Eye of Fancy meet.
In vain go search in ancient Greece
For all the Muses, all the Graces;
See here of all that's form'd to please
The Shrine, the Seat, the living Traces.

In Rank august of Demi-Gods enroll'd

Those Sages see,

[Newtonus, Lockius, Clarkius, Wollstanus in Latin originall
whose Busts shed Rev'rence here:

Names above Praise! Where we, in Sum, behold
Nature, Religion, Reason, all Things, clear.

If now the Goddess of this Fane

Thou can'st not by these Tokens £find;

With such a Presence, such a Train,

And all this Image of her Mind:
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Go humbly pay thy Tribute-Praise

As due to Sacred CAROLINE;

And, if thou'rt in the Muses Grace,
Thou'lt better know the Pow'r Divine.

Long live the KING and QUEEN: And may the Succession
in their illustrious Race remain 'till the Dissolution

of all Things, when this transitory World shall be
brought to

AN END
Deism could read nature to reveal not only the existence, but
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argumentum ad hominem:

Oh! last sad proofs of a degen'rate Age!

See flattery profane a Hermitage!

Truth has been long forbid the Court to dwell,
But C ---- has banished it the Cell.

True to the Sex, she feigns but to retire,

And only hides to make the world admire.

And while to these she consecrates a shrine,
She whispers, let the Incense all be mine.
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CHAPTER TWO

EDITH POPE'S MONUMENT

It is not the simple fact that Mrs. Pope was commemorated
in the garden that is important for garden historians or
literary critics: but the way that she was commemorated. The
Obelisk was the visual and emotional focus of Pope's garden
beyond the grotto, and provided the equivalent of the altar
in his isomorph of a church. Not until the Obelisk was in
place was the ichnography complete. In view of its
importance, the feature invites longer meditation than it has
yet received 1in discussions of Pope's garden or life.
Examlination of it can be expected to reveal, more precisely
than we have been able to do so far, the meaning of the
sacred design for Pope's life and work. The exploration will
be conducted in two sections, which will attempt to explain
how the commemoration relates the garden more closely to
Pope's work and to certain expectations and forces in
society. Through this narrow but extended focus I expect to
be able to be very precise about what kind of commemoration

happened.
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I. A SAINT EXPIR'D

There were two monuments to Mrs. Pope. That 1in Twickenham
church, which she shared with her husband (Figqure 11), was of
a conventional kind, describing her as "plentissimae" and as
his father's "conjugl inculpabili". The exlistence of two
monuments to her memory is rather surprising. Does this
reflect simply Pope's historical position in the European
Enlightment? Phillipe Ariés has characterised the main trend
of burial and commemoration during this era: "the common
desire was either to keep the dead at home by burying them on
the family property or else to be able to visit them, if they
were burled in a public cemetery"™ 1(1]. It seems that in a
sense Pope attempted to do both. 1In trying to advance our
understanding of the Obelisk, the first question to address

is, why?

Monumentalising involves endorsement of the commemorator's
effort by third parties: the monument has to impinge upon the
social world, to be valid. However, the exposed, because
public, position of the family memorial in Twickenham church
led to an 1incident that must have given Pope grave anxiety
about the possible 1life-span of something which Barthes has
characterised as intended "to be eternal . . to be 1itself
immortal" [2]. In passing it is worth further reflecting that
such an intention, and such anxiety, could only be more
deeply felt because Pope produced no offspring. The family

would receive 1its lasting memorial in the poetry: but Pope
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evidently desired something more tangible in addition, an
enduring stone relic 1in the world, and proved to have a
relatively early 1lesson 1in the vulnerability of such a

desire.

The incident in question was Lady Kneller's attempt to have
Pope's memorial tablet removed from its station in Twickenham
church. This attempt took place in 1725, six years after its
erection, when the memorial commemorated only his father, and
Lady Kneller's purpose was to accomodate a huge and weighty
memorial to Sir Godfrey (and herself). The resulting
petitioning and politicking in which Pope had to engage to
preserve the Pope tablet brings to the forefront the
ambiguities of a monument in a church: is it permanent, or
impermanent; public, or private property? The first question
was all the more urgent for Pope himself, as the monument had
been intended, from before its first installation, eventually
to accommodate his mother and himself, and thus the stone

embraced the future, as well as telling of the past.

Pope enlisted the support of the Earl of Strafford (who
occupied the pew immediately beneath the contested stretch of
wall), managing to argque both a public and private interest

in his letter.

I thought fit, first of all, to apply to you, My Lord,
who (I would fain persuade myself) will be concerned
against it, next to me; not only as the neerest
Neighbour to it, but as the person I would hope

would most favour me. The Innovations, upon all

sorts of property, & the Dangers of ill Precedents

of all kinds, are what your Lordship is a well-known



Opposer of. [3]

Pope adds a curious postscript: "My Mother Jjoins 1in her
faithful humble Services, and in my petition for your PROTEST

(a word, your Lordship is of late well acquainted with)."

It was very fortunate for Pope that the pew in question was
used by Strafford. Pope's postscript shows that he was aware
of Strafford's activitles with other Jacoblte peers 1ln the
House of Lords; he refers to Strafford's practice of signing
formal Protests agalnst Hanoverian whig legislation passed by
that House. Pope's dispute with Lady Kneller started in June
1725. In the previous two months Strafford had signed eleven
protests, one of which used the same word employed by Pope in
his letter: "We are of the Opinion, that the Abolition of the
ancient Custom of the City, touching the personal Estates of
Freemen, 1is a dangerous Innovation , ." [4]. Another
political activity would have inclined Strafford to look
favourably upon Pope's request for help. Like Pope, he had
also spoken in Atterbury's defence at the latter's trial [51.

He lent his welight to Pope's cause.

In another letter to Strafford, Pope leans on the public
status of the monument in anatomising Lady Kneller's
strateqy, "to make the Point as Personal as she can with me,
therby to disengage herself from an opposition from the
Parish . ." before, In the same sentence, reflecting on the
dangers of overriding "the design of dying men, or their

Survivors, to perpetuate their memories by the Cexrtain Fixing
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of Inscription as a Property" [61].

The affair dragged on for several months. One conclusion
Pope might have drawn - and here we remember the words of
Ariés - was that a monument in a private place would not have
been so vulnerable. 1In a disconsolate letter to Broome he
referred to the Kneller affair: "My cares are dgrown upon me,
and I want relaxatlion." Later in the same 1letter he defined
cares as "distempers catched by contagion" [7]. The risk of
contagion is greatest in frequented public places. To avoid
such cares would therefore be easier if he could in some way

keep Mrs., Pope at home after her death.

Towards the end of the affair Pope reported to Strafford on

a decisive meeting in Twickenham church attended by (among
others) the vicar of Twickenham [(8]. After reporting in
conventional courteous language the vicar's outburst that
Strafford's opinion was irrelevant as he never attended
church, and his own clever rejoinder, challenging the vicar's
credentials on the same grounds, Pope's patience with the
whole business plainly gives way, and his anger throws up an
image telling of personal pain:

The truth is, the black puppy provoked me,

which was more than all the fat woman

[Lady Kneller]l could do with all her other

dirty Gownsmen. A dull Blockhead sometimes

galls me more than a Smart cunning roque,

as a blunt Knife cuts & mangles worse than
a keen one.

Despite feeling cut and mangled by the ordeal, Pope had



managed to preserve his parents' tomb thanks to Strafford's
help, and he found time to meet Strafford: he sends "my own
wishes for Lord Wentworth's better health & the young Lady's

who was so obliging as not to think me an 0ld man" {[9].

while it provides a sufficient reason for any future
memorial to be located 1in the private domain, Pope's
experience at the hands of Lady Kneller does not explain why
a second monument was desired. There is to us a strangely
informal quality about remembering a human death by means of
a garden ornament; a quality that suggests enjoyment (in so
far as that is the main pupose of a garden). While such an
action can be seen as a retreat from the contagion of a
public station, there is an emotional corollary for such a
retreat, the better to possess Mrs. Pope. An explanation for
this impulse can only be reached by examining Pope's other
reactions to his mother's death, which preceded the Obelisk
in time, and discovering how the impulse to construct the
Obelisk fitted in with them. The maln evidence to assist an

answer lies in Pope's letters to his friends.

Mrs. Pope died on June 7th 1733. On the 10th Pope wrote to
Jonathan Richardson, describing his mother's face in death:
"It would afford the finest Image of a Saint expir'd, that
ever Painting drew" [10]. Using a metaphor that 1links Mrs.
Pope with the garden very strongly, he asks Richardson to

come and draw her "before this winter-flower is faded"
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(Figure 12).

On 25 June he wrote from Twickenham to Caryll, the most
demanding of his Roman Catholic friends, revealing his first

unruly reactions to the death:

Reason and religion both tell me it is best; but
affection will not be on their side, and I'm

really more troubled than I would own. . . my
Melancholy for her dead, is not virtue but
weakness . . . To see you at Ladyholt was the

first thought I had upon this event, but as it is
a great and new Aera of my life, and upon which
the whole course of it will in a manner change, 1I
must pause awhile to look about me. . . I leave
this place, to which I have no intentions to
return a good while, it is become so melancholy

to me. [11]

Despite his other thoughts, of "a great and new Aera'", that
have an expansive feeling, as of somebody who has Jjust
emerged from an ordeal, the self-punishment Pope reveals in
his second sentence remained an undercurrent beneath the
healthier impulses. A letter of August 9 reveals slow
progress: "I am now pretty well; but my house is uneasy to me
still, and I am therefore wandring about . . I have now but

too much melancholy leisure" [(12].

The confused and intense feelings of sorrow and abandonment
came to a «crisis in early September in letters to Swift and

to Martha Blount. On September 1 he writes to Swift,

I have every day wished to write to you, to say
a thousand things; and yet I think I should not
have writ to you now, if I was not sick of
writing any thing, sick of myself, and (what is
worse) sick of my friends too. The world is
become too busy for me, everybody so concern'd
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for the publick, that all private enjoyments are
lost, or disrelish'd. I write more to show you

I am tired of this life, than to tell you any
thing relating to it. [13]

In the same letter he gives another vivid indication of the

vertiginous effect of the death on the ordinary course of

life:

I have written nothing this year: it is no
affectation to tell you, my Mother's loss

has turned my frame of thinking. . . I know

I ought to be easy, and to be free; but I

am dejected, I am confined: my whole amusement
i1s in reviewing my past life, not in laying
plans for my future.

In what psychoanalysts term the work of mourning, "each
single one of the memories and hopes that bound the 1libido to

the [lost loved] object iIs brought wup", and this process is

signalled in the above quotation from Pope [14]. We also
notice the persistence of self-punishing ambivalence: "I
ought to be easy". The disconsolate confusing paradoxes of
this 1letter - "I am troubled for, and vexed at, all nmy
friends by turns." "I 1live as I did, I think as I did, I
love you as I did: . . . the world will not 1live, think, or
love, as I do." - can only make sense as a result of the

pressure exerted by the work of mourning going on in Pope's
unconsclous. Thelr tale is of doubt and abandonment, anxiety
and distance. We are spectators of an archetypal drama being

played out, and building to a crescendo:
Here are some whom you love, and who love you;
yvet they recieve no proofs of that affection

from you, and they give none of it to you.
There 1s a great gulph between!
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On one level the "gulph" is metaphysical, or
psychological. It also represents the physical gulf of the
Irish Sea, which is keeping Swift from Pope. Although the
words are addressed to Swift, and applicable in general terms
to Pope's current perception of the human condition, it |is
also tempting to interpret these sentences as addressed, via
proxy, to Mrs. Pope. The writer of this 1letter feels
profoundly separated from his fellow human beings, and her

departure has caused that.

To Martha Blount Pope writes from, apparently, Cirencester

Park on September 7th, reminded of another recent death.
You cannot think how melancholy this place
makes me: every part of this wood puts into
my mind poor Mr. Gay with whom I past once
a great deal of pleasant time in it, and
another friend who is near dead, and quite
lost to us, Dr. Swift. I really can f£ind no
enjoyment in the place; the same sort of
uneasiness as I find at Twitnam whenever
I pass near my Mother's room. [15]

This grouping of Swift with the dead is interesting in the
light of the 1language of Pope's letter to Swift and the
possibility of interpreting that language as if addressed to
his mother. Pope continues, "I 1long to write to Swift, but
cannot. The greatest pain I know ls to say things so very
short of one's meaning, when the heart is full." Complaints
about the inadequacy of language, the lack of a vocabulary

for emotions, are rare 1in Pope, and this 1is evidence in

itself for his upset state. If Sherburn's tentative dating
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for the letters (which has been followed here) 1is correct, it
is also telling evidence that Pope was dissatisfied with his
previous letter to Swift - effectively discounting it as a
communication. Otherwlise this phrase suggests that the

chronologlical position of the letters should be transposed.

The same 1letter to Martha Blount expresses discontent with

non~-physical earthly ties:
'Tis but a very narrow circle that friendship
walks in this world . . . it is but to two or
three (if quite so many) that any man's welfare,
or memory, can be of consequence: the rest 1
believe I may forget, and be pretty certain that
they are already even, 1f not beforehand with me.
Life, after the first warm heats are over,
is all downhill; and one almost wishes the
journey's end, provided we were sure but to lye
down easy, whenever the Night shall overtake us.

This is not the first reference in 1letters of this time to
the desirability of an easy death, such as his mother's.
Behind the reminiscence of Othello (who thought he had been
betrayed by a woman) [16] and the sense of abandonment, we
can also detect Pope testing the reality of hils friendships -
and finding them lacking, except for the very fact that he
has a trusted friend in Martha Blount to grumble to. Here is
a spiritual counterpart to the testing of physical reality
that happened in his rambles. Pope feels himself deserted
and let down, and is willing to blame his friends rather than

his dead mother [171].

Pope feels deserted by his mother, yet can neither overcome

that desertion nor confront his anger about 1it, as that
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conflicts with traditional Christian consolation. The
continuing conflict between the natural processes of mourning
and Pope's sense of what ls "right" 1is explicit later in the
letter to Martha Blount: "I dream'd all last night of --- she
has dwelt (a 1little more than perhaps 1is right) upon my

spirits".

Obviously such a state of extreme turmoil and pain could
not continue, particularly as the poet had "written nothing
this year" as a result: and in the short term it 1is clear
that Pope obtained considerable relief from three weeks in
the energetic company of Lord Peterbrough. He, his household,
and Bevis Mount perhaps provided the warm comforting
atmosphere and trustworthy external objects and values that
are essential for the healthy mourning process. The bereaved
person recovers because "through the enjoyment and comfort he
has in relation to people his confidence becomes
strengthened" and "by regaining trust in external objects and
values of various kinds" (18). It is clear why the main work
of this process took place at Bevis Mount rather than
elsewhere: as we shall see, Peterborough and his household
readily and openly discussed the Roman Catholic values that
Mrs. Pope had also shared and represented for the poet: while
Pope had a real love for the architecture and garden of Bevis
Mount. Writing from Twickenham, to which he has been
reconciled, "I am returned a week since from my Lord
Peterborow, with whom I past 3 weeks as agreably and as

healthfully as I ever did in my life."™ [19]. The return from



Bevis Mount therefore marks the completion of the first, most

intense phase of mourning.

One long-term solution now open to Pope for the expression
of his new-found confidence despite his mother's departure
without him, was to reconstitute her in some other form. The
second phase of mourning included the building of the Obelisk
to her memory. Aaron Hill wrote on November 7 1733 to remind
Pope that he had talked about building an obelisk on his last
visit to Hill (when Hill had been building a shell obelisk)
and sending him some shells. Although moods of doubt and
depression recurred (as in a letter of 6 January 1733/34), we
finally hear, on 22 March 1734/35, that "I am building a

stone obelisk". {20]

Maynard Mack has interpreted the garden and grotto as an
enabling power, helping by its physical integrity to create a
persona for Pope which was given full expression in the
satires, and which largely shaped them [21]. At this point I
wish to argue that the the building of the Obelisk represents
the partial restoration of an enabling force in Pope's 1life

and work.

Pope underwent an inhibition upon his work as a result of
his mother's death. The death happened at an important
moment for him, just before the publication of Epistle IV of

the Essay on Man, and after he had written at least three of

the four Moral Essays. Together these works were to make up

half of the "Opus Magnum", the major work of Pope's life. 1In
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the event the Opus Magnum was never finished, and the poems
that did appear were of a different, 1less philosophically
systematic character than those projected +to complete what

the Essay on Man and the Moral Essays had started. An

investigation into practical morality gained 1in 1importance,
and Pope no longer demonstrated faith in a system of thought
that could make sense of "Man in the abstract", as he had in

the Essay on Man.

We need look no farther than Pope's own letters to f£ind the
evidence that his mother's death acted as an inhibition on
his work, (which was only partially overcome). He wrote, "I
have written nothing this year: . . my Mother's 1loss has
turned my frame of thinking". The letters also demonstrate
that the inhibition took the form of an opposition between
belief in a philosophical or religious system, and experience
of unruly human feelings. "Reason and religion both tell me
[her death] is best; but affection will not be on their side,
and I'm really more troubled than I would own . . my
Melancholy for her dead, 1s not virtue but weakness". (To

Caryll on 25 June. In the Essay on Man, simply to wish for

more virtue had been to gain in virtue - Epistle IV, 1. 326.
The letter contains no shred of such optimism). There 1is
evidence that the collapse of Pope's faith in system happened
on the very day his mother died (7 June). In the letter of
that date announcing his mother's death to Fortescue there
are two sentences that seem to apply to Pope the concepts he

had been discussing of human nature in the Essay on Man: "All
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our Passions are Inconsistencies, and our Reason is no
better. But we are what we were made to be." (22]1. The
progression is from system (first phrase) to no system
(second phrase, about reason) to some kind of resignation
(second sentence). A philosophical system, such as Pope had
advanced in his recent poetry, provides a complete view of
the world, and it is just this that Pope complains has been
overturned: "frame of thinking", with its connotations of the
largest and stablest, and wost encompassing nechaniosm

establlishing the world-view, 1s the key phrase here.

The "Opus M