5. Garden Agon

Susan Stewart

He who makes a garden, his own un making makes,

A garden is the wresting of form from nature. I this sense, making a garden is syn-
onymous with work, in thar it intervenes in nature, and more particularly wich are as
akind of work, in that it produces form. Making a garden, like making other works of
art and unlike practicing agriculture, involves producing form for its own sake. One
might harvest the garden, but to do so or not to do so will not determine the status of
the space as a garden. In making a garden one compaoses with living things, interven-
ing in and contextualizing, and thus changing, their form withour determining all as-
pects of their development or end, The garden thereby is linked to other means of ot
dering life: codifying and ritualizing social time and space and creating political orders
and social hirmrchjcs—imzluding the organization of military order, or strucrures of
force. In this latter feature resides the long-standing connection berween making gar-
dens and making war. The garden has, by definition, an articulated boundary. That
boundary must be held or defended against wilderness on one side and interiority or

ther. The garden can only be used to pursue an

antithesis of the parden, for the ends

of war are the destruction of life and the undoing
of order. Gardens and war share 3 tel

cology of death, bur the garden promises cyclical
time in which living things might extend beyond their makers and death remains in

its season. In the garden, death becomes the seedbed of birth, If natural history re-

peats teself, then that is the naryre of more than human history. War short-circuirs n#-

uman will thar rigk he destruction of human time
 the destrucrion of Nature herself. The harvest of war
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is carly death; the garden as “lachrymae musarum” is dedicated to the shepherd,
hunter, and poet stricken by war.

Any work, including the work of art, is subject to contingency; in the garden con-
tingency is dominated by the indeterminacy of weather. A garden involves composi-
tion with living things; it can also involve composition with inert matter—walls,
rocks, stones, bricks, gravel, walkways, statues, urns, and other material artifacts. But
such inert marter is thereby made meaningful by its juxtaposition to living forms.
When we find the encroachment of moss on a brick or thyme on a rock appealing, we
are pleased by the contrast berween the fixity of the inert and the murability of its
natural frame. When we find an obelisk in a feld of weeds or, as with Wallace
Stevenss jar in Tennessee, we place a fixed form in a wilderness, an analogous pleasure
arises from the opposite relation of figure to ground. Stone will endure; the sundial
will orient us in time and space—this is the sensibility of the Enlightenment and the
cult of order. Warer will wear stone away; all the fixed world will decay—this is the
sensibility of the Romantic and the cult of ruin. Such issues of work, form, mutabili-
ty. and contingency have been for almost thirty years the focus of the Scottish poet
lan Hamilton Finlay. Born in 1925 in the Bahamas, Finlay served from 1944 1o 1947
with the Royal Army Supply Corps and was sent to Germany, where he was witness to
the highring ar the end of the war. On his return he worked for a period as a shepherd
on the Orkney Islands. Since 1966 he has made his garden an important aspect of his
life and work—a garden he has built around himself with the help of his wife Sue
Finlay and many collaborators.? Extending across a four-and-one-half acre site in the
Pentand foorthills ar Dunsyre, Lanarkshire, approximartely twenry-five miles south-
west of Edinburgh, the garden stands where there was originally a farm croft called
Stonypath thar was pare of a larger estate belonging ro Sue Finlay's family. The garden
was renamed Little Sparta in 1983 when it was twice the scene of struggles with the
Strathelyde regional government over the starus of a building ac the site called the
“Garden Temple.” Since 1978 the arrist has wanted the building rated as a religious
building; the local authorites considered it to be a gallery and decided to seize a num-
ber of Finlay’s artworks on February 4, 1983, as payment for back raxes, Finlay and his
supporters staged a resistance to the seizure that was both symbelic and real. Armed
with water pistols, garden hoses, Finlay’s old horse,® and what has been described as
the world’s longest string-and-tin-can telephone system, the group, calling themselves
the Saint-Just Vigilantes, met the police and authorities while members of the press
served as witnesses.* Finlay's group flew a Hag of Apollo’s lyre (for inwardness) juxra-
posed with an cerlikon gun (for action)—rthe gun substituting for the god's usual
bow.’ The sheriff officer was not successful in confiscating works. Finlay struck a com-
memorative medal of the bartle and installed a monument at the entrance to “the
battlefield.” On March 15 the sheriff officer returned and removed works from the
Garden Temple. Some of these belonged o Finlay, but many had been commissioned
by, or sold to, other individuals and institutions. The works were placed in a bank
vault and most were never recovered. Finlay closed Lictle Sparta for a year. In 1984
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the Vigilantes removed two of Finlay’s neoclassical stone reliefs trom Scottish Ar
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Council headquarrers and installed them in the Garden Temple as war spoils; the ga
den was again opened.t x.

The two “Lirtle Sparta Wars™ were only the first of several “bartles Finlay has ha

with the arts establishment and the state. Before the 1983 wars, Finlay had conducred

a mail campaign to discredit the Fulcrum Press after i published one of his »,-_,-mks iills
a hirst edition; the work had, in fact, already appeared seven years before in a first edi-
tion and had been reprinted in a second edition, The “Folljes Bartle” of 1987 W_ii-‘i
another quarrel conduceed by ;:-;amp]'llr_-r-::uing and rh!uugh postcards and posters; in

this case, the argument centered on a planned National Trst Book of Follies, which in-
cluded an inauthentic description of the £

by many artists and scholars for its inace
ments.” Bu perhaps the most difficyle str
his loss of 2 commission he had he
This commission was o insrall a
Rights of Man on the sige of the A
choice for this commission than m
art had been conce

arden at Stonypath, The hook was criticized
iracies and careless categorization of monu-
ugele in which Finlay has been engaged was
en given by the French government in April 1987.
garden commemorating the Declaration of the
ssembly Hall in Versailles. Finlay was a more likely
ight be ar firse evident, for throughour the 1980s his
rried with issues of neoclassicism and the French Revolution. But
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within a few months of the culture ministry's announcement, an editor of the Paris
magazine Ars Press, Catherine Miller, led a public campaign to have Finlay denied the
commission after she saw that he had used the Nazi SS sign, or lightning image, in his
work O550. This work was on display in an unrelated exhibition at the gallery ARC
in Paris during the same period. The ministry withdrew the commission in March
1988, announcing that “the detestable elimate of opinion created by a campaign led by
certain personalities and organs of the press” made it impossible to pursue the Finlay
project. Finlay eventually won a libel suit in the French courts against his detractors
and was awarded a symbolic one franc in restitution.®

These events, replete with contention and multiple rhetorical frameworks, might
be seen not so much as interruptions in Finlay's career, but as integral aspects of his
dialectical art. We are reminded of all the meanings accruing around the term agorn—
a place of games, lists, courses; a national assembly of conrests; a strugple for life and
death; a barle; an action at law or trial; the argument of a speech; agony or anguish of
the mind; the contest of the rhapsode; the struggle to assert oneself.? Finlay has not
designed or intended the specific shape such battles will take, And certainly the can-
cellation of the Versailles commission was a catastrophe for him, as it was for contem-
porary art more generally, Bur as Finlay's body of work has developed, the issue of
strife and the pursuic of serife are key clements to his aestheric. His work explores, in
an open-ended and speculative way, the relations between art, thoughe, law, and
war—the garden is quite literally a defense of poetry, a memory and varic exercise at
once on the meaning of war and on the meaning of making and unmaking more gen-
erally. There is an elemenr of isolation, defensiveness, and misinterpretation deriving
from the circumstances of his method of producing art thar would seem to lead in-
evitably to trouble. The dithcult rhetorical task of moving a public audience to ethical
action, the inevitable stress involved in collaborarive work and the recognition of indi-
vidual ego, the harsh conditions under which the garden has been built—all are fac-
tors that make Finlay’s art simultancously intransigent and sublime.

The garden is not about nature, but is rather a transformation of nature.

The theme of Finlay's garden is not nature. In this Finlay follows closely the world-
view of the pre-Socratics: “In front of man stands not Nature, bur the power of the
gnd.q, and []11::.-' INLErVENE as c—asl[]:,r iy} tht natural world as in the ]iﬁ;‘ uf men." 19 As
Anaximander linked seasonal repetition or periodicity to a law of time, so does Finlay
link the reappearance of phenomena in history to the periodicity of the garden. Finlay
called a series of works he made with Nicholas Sloan and David Parerson in 1980
Nature Over Again after Poussin, inverting Cézanne’s dicrum “Poussin over again after
nature.” When Finlay strategically places inscribed stone signatures in the garden
Jandsc.apq:._as he has with Diirer's AL beside the [t‘mpli: Eh::lﬂll. wa]-r_ing Driirer’s Grear
Piece of Turf (Das Grosse Rasenstuck), and the names of Poussin, Claude (Lorrain),
Friedrich, and Coror elsewhere in the gardfrl—]'lf reminds us that our Ptl'CtPT'EDI't of
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Figure 2. lan Hamilien Finlay. Map af SoneypathvLitie Spara 1962 Uriawing by Gary Hincks, Image courtesy of the J. Payl
Geztty Mussim

the landscape is framed historically.'! Although the garden is very much bound up
with issues of pictorialism and framing more generally, we do nor derive from it a pic-
wre of, or story about, nature thar i separable from an account of human nature,
More specifically, we find history presented as both an expression of human narure
and the sister of memory, The viewer of the garden is confronted with the realization
that all space here has been made semansic space—the garden speaks the gardener’s
intention; there is no “background” or “backdrop” per se; therc is the imposition of
boundary, which is a rask constantly reimposed on the viewer.

The Pendand Hills are within the edge of Roman dominion, between the walls of
Hadrian and Antoninus, 2 yer they also are a particula rly hostile, northern environment
for the revival of neaclassical ideals thar Finlay praposes. Finlay follows, within an agen-
da of whar might be called “neq” neoclassicism, the project of the Enlightenment’s re-
vival of classical order, a revival already both hampered and enabled by its distance from,
I assical world. The rone of Finlay's use of allusion
fervent idealism and the ironic distance of parody—a
yet specific, interpretations. In Finlay’s account, histori-

continually fluctuates berween
layering that results in multiple,

cal events are si multancously tragedy and farce; this is not a matter of the relarivity of

points of view—indeed it is directly opposed to such relativism. Rather, to see both
tragedy and farce is an outcome of asustained and mo

The overall structure of he garden
hedged frone garden before the house; the

ral meditation on history.
is articulared by the heavily bounded and
large middle garden behind the house, with




Figure 3, The Garden Tempha, Lite Sparta, 1982, Image courtesy af the J. Paul Getly MusewT.
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a pond and water plants and the Garden Temple; and the woodland area beyond with
its many small glades and groves and eventual vistas over t‘h-.' l:arg,r:rl ponds, Onels
progress through the garden mirrors the historical progress of the making of the gl
den: with significant exceptions, one moves temporally from older to newer projects,
spatially from density to wilderness, and themarically from interiority to public
torms. This tripled and dialectical structure appears as well in the architecture of the
Garden Temple: a Main Room designed as an homage to the classical and pastoral
themes of the French Revolution, the “idyll of Rousseau”: an Intermediary Room of
themes of Virtue, Terror, and Revolution: and a Dark Room, used in 1984 to stare the
stone reliefs conceived as war trophies,!?

The plants in Finlay's garden include rowans, ash, conifers, wild cherries, vellow
clderberry, varieties of cormus, and ground plants such as geraniums, strawberries,
Lamizm, afuga, alchemilla, astilbes, brusnera, campanulas, hellebores, hostas, nepeta,
saxifrages, sedums, and thymes; Howering plants include lilies, lupines, irises, aseran-
ria, foxgloves, verbenas, yellow water iris and bulrush, soft rush. reeds and kingeups,
and water lilies.’ Finlay uses cherries 45 emblems of Rousseau, citing a famous pas-
sage in the philosopher’s autobiography,'s and he uses birches, which are difficulr ro
grow ac the site, as emblems of both extincrion and discipline—"Bring back the
birch™ reads a stone inscription planted in a lirele grove of birches. Bur with these
exceptions, the planes are not allegorical; they are, as Finlay explains, “whatever will
grow.” This philosophy of planting might he compared to a constructivist—or, more
simply pur, abstract—pracrice in pamting, for plants are chosen on the basis of their
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lan Hamiltan Finlay.

horizontal and vertical relation to the overall composition, for textural reasons that are
not engaged with celebrating the specificity of site. The plants are employed wichin a
dialectic of shade and light, conifer versus perennial, that is associated with issues of
the geometry of time. In the catalog for a 1984 exhibit, Talismans and Stgnifters at the
Graeme Murray Gallery in Edinburgh, Finlay cited Proclus on Fuclid: “We should
also accept wha the followers of Apollonius say, that we have the idea of line when we
ask only for a measurement of length, as of a road or a wall. And we can geta visual
perception of line if we look at the middle division separating light from shaded areas,
whether on the moon or on the earch.” The “site” of Little Sparta is the descent of
Western culture from the classical world. More specifically, the garden is built upon
lavers of allusion to the history of gardens, from the Gardens of the Hesperides to

Blenheim, in juxtaposition to the history of revolutions and war.

The garden is a product of mind. Nature has no interest in the garden.

Underlying the landscape of Finlay’s garden is the allusion to Arcadia, the domain of
Pan, Apollo, fauns, nymphs, and dryads. Described by Polybius in his Historiae as a
“poor bare, rocky, chilly country,” Arcadia is gradually, through the writings of Virgil,
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transfigured from this “bleak and chilly districe of Greece . . . into an imaginar}r realm
of perfect bliss.”'® Apollo and Pan rule over Lirtle Sparta as the gods of law and play,
as Apollo was the tutelary god of the Spartan legislator-prince Lycurgus and the object
of worship of the mythical people of a northern paradise, the H yperboreans, 17 Wien
Finlay links the lyre of Apollo with a weapon, he is following Heraclitus, whe con-
tended that “they do not apprehend how being ar variance it agrees with itself there is
4 connection working in both directions, a5 in the bow and the lyre ™18 Renatg
Poggioli explains in his book on pastoral that the qualities of Apollo and Pan are both
separate and interwoven: “Apollo is a very human deity, and this explains why he js
the patron of shepherds; far more 5o than Pan, whe lives in Arcadia as a symbol ragher
than as a tuelar god. It s just for being a dreamland that Arcadia cannot be the land
of myth. . . . When Arcadia ceases being pastoral, it turns into wild and reckless na-
ture."'? Virgil's model of the transformation of sice through text, through inscription
and reading, is an important prototype for Finlay's work ar Lirtle Sparta, but Finlay
Boes on to take up the Apollonian theme in it later manifestations as well: the tradi-
tion of Diirer as an Apollo who brought classical light to the North, of Saint-Jus as
the Apollo of the French Revolution, of Walter Pagers “Apollo in Picardy,” 2% and, not
| least significant, the contemporary Apollo missile, The inscription over the entrance

to the Garden Temple reads: “To, Apollo, His Music, His Missiles, His Muses." Finlay’s
| Apollo carries an oerikon gun, the World War | weapon that in fact helped destroy

Picardy.2!

Edinburgh’s eighteenth- and nineteenth-century efforss ro style itself as the “Athens
of the North” culminated in the plans made in the 18205 for a monument to com-
memorate the Scottish dead of the Napoleonic W, The National Monument on
Calton Hill was designed to be o Feproduction of the Parthenon, The citation to an-
cient Athens was intended to symbolize the victory of democracy over tyranny. The
monument was never finished and therefore, ironically, appears as 4 strangely recent
ruin, jrs melancholy aspect gracing many prines an Postcards as if it had been a place
of worship for anciene Scots. Liree Sparta—
“Athens of the North” a ancient Sparta was o ancient Athens—corrects the ficile al-
‘egory of the National Monumen by providing the prehistory of Napoleon’s rise to

power: the garden Presses upon us 4 Memory of the violence preceding, underlying,
and resulting from the classical ideal,

In his concern wich these themes,
1tself becomes 5 living repository of

sited in a geographical relation to the

Finlay has many predecessors, and the garden
. the history of gardens in their poetic and philo-
5. We might consider Hadrian's architectura] reconstructions and mod-

like a foreress thar would recall his miljeg

WI:].I'“[{E Studies could not cease; / Bue [aig these Gardens out
Figure of a For Like Pope's “Twickenham

in sport / In the just
»+ Little Sparca gives the poer place to
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stand."# Pope’s “The First Satire of the Second Book of Horace Imitated,” with its
celebration of virtue and translation of the martial into garden images, provides an
additional gloss on Little Sparta: "And wE, whose lightning piercd th'lberian Lines, /
Now forms my Quincunx, and now ranks my Vines."?? The garden’s carthworks re-
semble battlements, yer Peterborough in retirement is seen as pursuing a purer, more
virtuous, form of action.

The themes of justice and virtue extend from classical literature to seventeenth-
century meditation to the grear English philosophy gardens of the eighteenth-century
thar, in addition to Twickenham, have so influenced Little Sparta: Shenstone’s The
Leasowes, Stowe under Lord Cobham and William Kent, and Stourhead as it devel-
oped in the mid-cighteenth century. Significant also is the nearby garden of Sir John
Clerk at Penicuik, constructed in the 1730s, an early Scottish instance of the use of po-
eric and historical allusion to shape a landscape. By contrasting a pastoral landscape
with the dark, tortuous, and horrid entrance to a grotro at the Cave of Hurley, ar
Penicuik, Clerk purposely recalled the Cumaean Sibyl's cave near Naples, and by allu-
sion suggested Aeneas’s quest for a new country.

In scale Little Sparta follows William Shenstone’s ferme ornée, The Leasowes.
Shenstone ornamented his small grazing farm with views meant to copy the land-
scapes of Claude, Salvator Rosa, and Poussin, With his use of inscriptions and dedi-
cated statuary, Shenstone juxtaposed his own era to the Gothic and classical past. He
created a steep wooded ascent to a Temple of Pan designed to be followed by a descent
into Virgil's Grove and a sear dedicated to the memory of James Thomson.** Follow-
ing Shenstone’s “Unconnected Thoughts on Gardening,” Finlay has pur together a se-
ries of Unconnected Sentences on Gardening, More Detached Sentences on Gardening in
the Manner of Shenstone, and scveral other series of detached sentences about pebbles,
stiles, and friendship.?® Among Finlay's garden aphorisms are “A garden is not an ob-
ject but a process” and “Certain gardens are described as retreats when they are really
attacks.”

As the garden at Stourhead in Wiltshire developed over thirty years in the middle
of the eighteenth century (approximately 1740—70), the River Stour was used to form
a serics of ponds, including eventually a large lake designed to be seen from a high
prospect. Around the lake were placed a sequence of buildings, including a Temple of
Flora, a grotto with a circular domed chamber that included springs chan neled o cas-
cade beneath a sleeping nymph, and a river god’s cave that included a copy of the hg-
ure of Tiber in Salvator Rosa’s painting The Dream of Aeneas. Inscriptions at the grot-
to entrance and on the Temple of Flora refer to the Aeneid. Other buildings include a
Pantheon built in 1754—a domed rotunda with a recessed portico within which are
placed Michacl Rysbrack’s Hercules, a five-arched bridge, and a Temple of Apollo buile
in 1765. Henry Hoare's original intention at Stourhead was to honor the source of the
River Stour in the pagan manner. The younger Pliny had described such a situation at
Clitumnus in Umbria, a place Hoare may have visited in his travels.?® One of Finlay's
early inscribed works for the garden is a large stone reading “HIC JACET PARVULUM
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QUODDAM EX AQUA LONGIORE EXCERPTUM. Z" Finlays inscription marks the conse-
quence of the low of time rather than its origins. The idea of the pond as “excerpt”
links it to the aphoristic and fragmented quality of the garden's “parts” and adds to the
elegiac qualiry of the garden as a whole.

Another important influence upon Little Sparta is the seventeenth-century
garden at Stowe in Buckinghamshire, revised by Richard Temple, Lord Cobham
(1675—1749), after his alienation from the coure of George 1l and opposition ro
Walpole resulted in his dismissal from the army.®® Cobham, with his architect Sir
John Vanbrugh, decorated the garden with temples and other architectural furniture,
making a pun on the family motro “Templa quam dilecta.” With consequent help
from William Kent, Capability Brown, and others, Cobham laid out a livde valley
called the Elysian Fields, which includes a Temple of Ancient Virtue and a “*Grecian
valley.” The Temple of Ancient Virtue contains four niches with full-lengeh starues of
Lycurgus, Socrates, Homer, and Epaminondas, each inscribed with a Latin morto
praising its subject’s achievements. This temple is contrasted to the Temple of Bricish
Worthies, containing busts of sixteen British luminaries. The effect, as John Dixon
Hunt has noted, following William Gilpin's contemporary description, is to juxtapose
a handsome classical building, representing the antique, with a deliberately ruined
structure containing truncated or abbreviated forms, representing the modern. ™

These philosophy gardens are replete with literary allusions and devices of memo-
ry. They are private spaces addressing a public audience; each has a discursive trajec-
tory, designed to lead the visitor through prospects and commentaries as surely as
a well-crafted speech uses rhetoric to conduct the listener to right opinions. If the
contrast berween ancient and contemporary virtue at Stowe borders on the ironic, it
nevertheless proposes clear models of conduct. Lirde Sparta borrows the philosophy
garden’s techniques of allusion and rhetoric, but it presents a more complex and dia-
lectical picture of reference, questioning assumptions of historical knowledge as 2
model for virtuous action as it asserts the necessity of historical knowledge as a model

tor virtuous action.

Nature, as the manifestation of a contingent will that cannot be known to us,

is a source of terror.

If we return o €550, the work that prompred the campaign for the revocation of
Finlay's Versailles commission, we find a stark exploration of this very point. Ossa, the
Italian word for bone, out of the Latin a5, is here inscribed on stone fragments empha-
sizing the palindromic aspect of the word. The central 5's are written in a calligraphy
that reproduces the lightning symbel of the 55—the Nazi Schutzstaffel, Hitler’s elite
troops. Finlay constructs an allegory in which the long s's of the eighteenth century, a
symbal of civilized script, are transformed into the runic double-lighening stroke of 55
uniforms and banners as culture devolves into barbarism.?! He traces the lightning sym-

bol from the pre-Socrarics to eighteenth-century law to twenticth-century terror: fire in
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the philosophy of Heraclitus is the “thunderbolt” sm:rhrng all _rhjngs -'Ilflld.-;lsﬁi}ciitad with
the possibility of human wisdom; the French word for Ilghltnmgl. eclarr, is part of the g
ymology of Enlightenment; and the Nazj symbolism of lightning evokes the link be.
wween Nazi ideology and German Romanticism, Yer, given the dialecrical i mpulse of b
thoughe, Finlay's allegory reminds us of the synonymity of law and terror in the absence
of moral reason. We find here, of course, 4 continuation of the simultancoys promotion
and critique of Enlightenment undertaken by the Franlkfurt Schoal. In Finlay’s 198
work with Keith Brookwell and Andrew Townsend, Adornos Hut, a direct allusion s
made to this philosophy regarding che terrible consequences of technological th ought,
But Finlay is drawing on a related, iconographical, genealogy of lightning as well: lighe-
ning appears throughout the history of Western art and literature as a kind of liveral em-
blem of the eruption of contingency—narure and death—against which human culture
is motivated to protect and create jrself
In the iconography of the Erench Revolution, the symbol of the |aw i« often the
round-headed rabler and, by the time of the Terror, the law i associated with the bib-
lical notion of law as retributive. The guillotine as the “4x of the law,” with its diagonal
blade, comes to be assaciated with the swiftness of lightning, and a number of revolu-
tionary prings employ lightning imagery. A print by Louis-Jean Allais commemorat-
ing the Constitution of 1793 displays a caption thay says, “The republican constity-
tion, like the rablets of Moses, comes from the heart of the mountain in the mids of
thunder and lightning.” A color print by Pierre-Michel Aljx shows “a pair of fery
tablets sending down bols of lightning against the enemies of the Revolution while
members of a patriotic crowd dance around 3 liberty tree,"32
Aeneas and Dido first -onsummate their love in a2 cave as they flee a thunder-
storm, an event Finlay commemorates in his Grotrg of Aeneas and Dido with its
menogram rhyming Diirer's signature at the Temple pond, In the maost popular poem
in English of the cighteenth century, James Thomson’s T Seasons, the spectacular
account of a thunderstarm ip “Summer” describes th'unconquerahle” lightning that
IE.['I:[[E!‘S trees and “blasts” cartle g they stand in the open fields. Here we find the
‘bjasrcrd tree” that Wordsworth woyld use in the immorgaljgy ode to symbolize the
Terror's destruction of he liberty trec and the ancient oak ruined by lightning that
f;rv:s 54 central symhal of doomed technology in Mary Shelley’s Frankenstein®
ﬁr;il;i:i::;;ﬁun.r uf_rJ']tr: storm L'-u:id{m the story of the happy lovers Celadon and
g "n;;;: ence, Jl.l:; a*: Lt]-‘tl:[fll'll assures I-:"I.nlr:lj.'] that “'Tis _:-'aﬁ.‘tjf to be
trned to ash s:nd the fi Ljf:”u"’:d ) e e [hc. gmundl_il" Toe o
with Pyramus gnd T.Err's.ﬁgl irJ:r'n e e bl e wcil. I Siac s L;r.ruimq.pr
death, Here shepherds nn,clt;dm gk !:rndy GF Pyramus, I'.us Al uuum:rtchnf{ L
sell evident in T pursue a line ﬂfiﬂlght Paralleling the bolt of lightning
: n J. M. W. Turer's well-known painting of Stonehenge

In a storm, we it " : : : :
Salisbury Plajp, M the devassaiy of a shepherd and his Aock by lightning on

In his ; : ,
15 use of these allusions, Finlay draws 4 continuous and cumulative relation
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between the terror of primitive man in the presence of nature, the terror of the Greeks
and Romans in the presence of their gods, the terror of the French Republic in the
presence of a seli-inflicted violence, and the terror of the victims of the Nazi regime in
the presence ot its machinery of death. Walter Benjamin’s important aphorism on the
mutuality of civilization and barbarism provides a gloss on this genealogy, as does
Giambarttista Vico's cyclical theory of history. Like Milton, Finlay is a master of the
serious pun: thus when he links the regime of the demonic Pan with the German
panzer tank we are meant to remember both terms at once and o consider the histori-

cal course of the implication.

The imitation of nature is an attempt to master terror. Art and war are imitations of nature:
the first an imitation of nature’s making; the second an imitation of nature's destruction.

The relared detensive methods of containment and reversibility are central ro many of
the modes of Finlay’s art. Finlay’s garden is imagined as a kind of island of history in a
vast sea of contemporary life and as itself a sea within which objects appear to a view-
er on a horizon alternately near and distant. One is constantly aware of the relation
between placement, position, and movement, What is rooted is also growing; what is
in motion 1s seen from a position that is itself in motion; what is inscribed will be re-
ordered; what 1s unintelligible will become increasingly clear.

If we trace this iconography, we find it has myriad dimensions. First, Finlay has
used, since his early days as a concrete poer, imagery of the inland garden as a sea. A
model of the atomic submarine, USS Nautilus, emerges from a stand of firs as if from
the ocean. Ar the edge of the garden a solitary ash tree is inscribed with the name
Mare Nostrum, the Roman tag for the Mediterranean, in order to emphasize the
sound of wind in the tree in its echo of the sound of wind on the sea.* The front gar-
den includes a sequence of diamond-shaped paving stones, cach inscribed with the
names of kinds and parts of boats such as brig, keel, schooner, and ketch. In Silver
Cloud, an homage to sailing ships is inscribed in a marble monument on an island
Finlay made in the Top Pond in 1973. The garden as a representation of the sea is not
metely, however, a theme; this representation takes the most sublime, the most violent
and unencompassable, of nature’s phenomena and contains it within a knowable
boundary. Unlike a painting of the sea, the garden/sea is in motion and is an image of
nature made by nature. As Finlay uses the mirror effects of clouds and inscriptions
viewed by means of their reflections in water,”” containment and reversibility are de-
vices of multiplication and difficulty as well as comprehension. And by extension, the
garden encompassing an image of the sea is analogous to the garden encompassing an
image of war—for war as the harnessing and unleashing of naturc’s forces is the only
activity within human scale comparable to the dimensions of the sea’s power.

After 1971, the contemporary warship began to replace the small boat in Finlay's
iconography. Parallel to Finlay’s imagery of the sea and World War Il is a set of associa-
tions he makes with the Field of Mars. These link the Roman Campus Martius and
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the French Champs de Mars as scenes of festivity and violence. Finlay has placed 2
Hypothetical Gateway to an Academy of Mars E.“ the entrance to ri?r: upper area ::rf the
garden, The gateway consists of piers topped with grenadelike CEPIFHIS' The notion of
the Field of Mars reminds us that once the Bastille was razed, a Field of Nature was
created in its place.® After the Massacre of the Champs '_jf’- Mars “!- 1791 when a
Republican demonstration was broken up,*” pastoral revolurionary ﬁ.’srllvals were held
there. Parades were held in which “animals of warfare were excluded, with only peace-
ful cows and doves permitted.” As Ronald Paulson has pointed out in his study of
revolutionary imagery, “in the depths of the Terror the dream was held by Girondin
and Jacobin alike of a peaceful island in the midsc of the stormy sea, gud the festivals
represented places for refreshment and rest in the navigations of life.”* Finlay has
continued this iconography in his references to Rousseaw's original burial place, sur-
rounded by poplars, on the “llc des peupliers” at Ermenonville.®! Close to the bank of
the garden’s Lochan Eck, Finlay has made a small island with a stone memorial to
Rousseay, and he would have emphasized this connection with an homage to Rousseau
in plantings of poplars and cherries in the Versailles project.

The sudden terror of lightning spurred, according to Vico, the creation of meta-
phors of explanation and so the beginning of cultural work on the part of early forest
dwellers. In Litele Sparta, the answer or response to terror is the creation of shelters—
the grotto, cave, or hut that is the site of creative rebirth: the cave where Acneas re-
ceives advice from the Cumaean Sibyl, the grotto where Aencas and Dido hide from
the storm, and the hut where society begins to take form. Following Vitruvius and
Rousseau in constructing a genealogy of dwellings, Abbé Laugier wrote that men were
driven from caves and compelled to make dwellings because of their need for sight:
“man wishes to make himself a dwelling that covers him without burying him."* The
amalgam of buildings and spaces at Little Sparta reminds us of the cyclical and dialec-
tical structure of this tradition of architectural history: early man, frightened by tem-
pests, seeks shelter in the forest; when the forest does not offer adequare protection,
he retreats to the cave; when the cave proves dark and unhealthy, he builds a roofed
structure; when this structure proves vulnerable to the elements, he builds a hut with-
in which the family and, eventually, extended social relations develop; as society rakes
shape, buildings become institurional and monumental. Gradually strucrures o dit-
ferentiare and contain social clements are created; these institutional structures be-
come imprisoning—created under the implied threar of force, they themselves evoke
violence in response. They are torn down, as in the case of the Bastille; the garden on
the site of the dEiEfﬁ}'m{ |1|ri,5|;|]1 becomes a return o nature, bur one now dﬁ.P;}r T
Aected by human history.

Containment and reversibility are also implicit in Finlay’s use of anagrams, puns,
:_md thymes. Here alternatives to a given form of order are concealed within the order
itself; this Hegelian idea shows that the outcome of reading or interpretation will be
both F_:rc:.e‘rva:'mn and cancellation. Perhaps nowhere is this point made more vividly
than in Finlay's monumental stone inscription made with Nicholas Sloan of the
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words of Saint-Just: “The present order is the disorder of the future.” The words, in-
cluding the name of Saint-Just, are inscribed individually on stones, cach weighing
approximately a ton. Anagrams reveal a concealed interpretation. Puns and thymes

show semantic and aural simultaneity in both conflice and harmony. Finlay's inscrip-
don “curfew/curlew” on a sea boulder placed in the moorland by the upper pond
links the bird’s evening song with the transformation of light at day’s end.™ A shell,
inscribed “goddess” and “caddis,” hides a hose that animates the water at Temple
Pond. The shell commemorates both the birth of Aphrodite and the shell of the larva
of the caddis-fly that lives in the pond. The caddis shell is composed of tiny pieces of
stone and grit and seems ro glisten like gold in the water.*® Carp within, and models /
of submarines around, the Temple Pool remind the viewer that both are bottom feed-
ers. The drum of the martyred boy revolutionary Joseph Barra, commemorated by
David, reappears in allusions o neoclassical column drums. The shell of a tortoise is
visually and verbally linked to the helmet of the German panzer, in turn linking Pan
to both pansy and pensée. The French Revolutionary calendar month Arrosoir re-
appears as a literal watering can and as the flight of Apollos arrow at evening.
The genres of the pastoral, the eclogue, and idyll are created as well through articu-
lating a boundary and reordering time. Renato Poggioli explains that Virgil's Eclogues
are “excerpts, in the original sense,” and Theocritus's Jdylls are “lictle pictures.” The
idyll is eidos’s diminutive.* The diminutve appears constantly as a rhetorical form in
Finlay's work. His correspondence, his drawings, and his writings make frequent use
of the Scottish adjective “wee,” for example, and he makes extensive use of models
and toys. One of his earliest exhibitions was a display of toys, and he has often made
models of World War 11 airplanes and ships from the stock available at Woolworth's.”
When we play at war, war counts in a different way; the boundary between the game
and the world is absolute. But as time passes, we might recreate, in order to contain,
in the furure the reapplication of the game may turn serious:
to be a form of practice, as it is when
n of scale can create

what was once real, and
what seemed to be only a game might turn out
real armies play war games.*® Temporality and an exaggeratio
transformarions both desired and unwanted. By an ongoing practice of modeling war.
Finlay constantly reminds us of the permeability of event and memory.

Barden-making, an activity of art and war, is a kind of work. Yet because such work

is not subsumed by utility, it is as well a transformative process of play. The work of the

garden is the cultural work of the trope.

The Temple of British Worthies at Stowe divides its venerable figures into those who
followed a life of contemplation, who “sought Virtue in her Retirement,” and those
who followed a life of action, “who left Reurement to the cool Philosopher, entered
into the Bustle of Mankind and pursued Virtue in the dazling Light in which she ap-
pears to Patriots and Heroes. Inspired by every gencrous Sentiment, these gallant Spirits
founded Consticutions, stemmed the Torrent of Corruption, battled for the State,
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ventured their Lives in the Defence of their Country, and gloriously bled in the Cause
: 49
¥ h’?ﬁ:;?;epma:inn between the vita activa and the m’ml cantemplativa thslt- tormed
such an important part of Renaissance, barogue, and Enlrgh:enmcm‘a::sthtncs finds
its resolution in the garden form. The garden as retirement from the held uf war p-r:u-
poses contemplation as both the consequence of action and as the prerequisite of vir-
wious action in the public realm, And the experience of the garden visitor, who must
rraverse the “work,” both moving and thinking at the same time, recapitulates chis di-
alectic. Contemplative gardens have a theatrical aspect, requiring the viewer to see
them as an intended scene, yet this aspect as well is characterized by the scenc as site of
future action. The viewer is asked to both reflect upon and preject human action.?
Finlay’s Little Sparta specifically evokes the relation berween contemplation and
action in his use of inscription embedded within scenes of natural transformation.
Gavin Keeney has insightfully described this tension in Finlay's proposal for the
Versailles project as “the vegetarive veil of sorts covering and softening the ‘graviras’ of
the more assertive (emphatic) mineral forms.”! The grotesque in its original connec-
tion to the grotto is important here. As Paulson has described the use of the grotesque

in the imagery of the French Revolution:

[The grotesque] was a p-f:rf.:;c[ revolutionary p.1mdigm in that, based on the decora-
tive patterns of metamorphosing plant and human forms, it showed either the
human emerging triumphantly from nature or the human subsiding or regressing
into nature—or ambiguously doing both. Similar transitions or sequences involve
the movement from dark to light, bur as the grotesque is all in all the dominant
aesthetic mode of the period the movement tends o be cyclic and repetitive, roward

undifferenciation. ™

Yet the grotesque as mutation is the counterpart of the inscribed stasis of the law. As
the organic moves toward lack of differentiation, the mineral inscription moves to-
ward articulation and universality.

Finlays inscriptions are for the most part in English, with some use of Latin,
German, and French. Although over his career many forms of calligraphy have been
used, the recent work emphasizes Roman lettering style, recalling not just eighteenth-
century classicism, bur a particular static quality in the Latin style itself. Finlay draws
on this tradition of nature-inscripion descended from the votive or commemorative
epigram. It is a tradition long linked o burial inscription, but by the eighteenth cen-
tury the graveyard is as well 2 major scene of narure sentiment and nature is itself a
kind of graveyard®*—aphorisms stemming from pastoral themes such as those of Gray's
“Elegy,” the flowering of archaeology, and a new awareness of the transitory fortunes
of civilizations.

The 'lrfsci'ip'tir.m is fixed; one must go to it and one must leave it. It speaks with
the alluthn_nqr of rht? universal, the aphoristic, or the genius of place and not with the
particularity of subjective voice, When Finlay quotes a particular source, as in the al-
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lusions to Saint-Just, it is the ideology of Saint-Just that bears his name, and not his
person: Sainc-Just, who proclaimed, “La nature est le point de justesse et de verité
dans les rapports des choses, ou leur moralite® and “La nature finit ou la convention
commence,”™ is for Finlay, as he was for his contemporarics, the embodiment of
Apollo. Finlay's statuary images of the revolutionary cite with heavy irony the roman-

ticized picture presented in MNesta Webster’s notoriously xenophobic and anti-Semitic

narrative, The French Revelution: A Study in Democracy. “St. Just [iic] alone retained

his habitual calm. The voluminous cravat was gone, leaving his neck bare for execu-

tion, but the delicate chamois-coloured coat still remained unspotted, the wide ex-

panse of white waistcoar still fresh and uncrumpled, whilst in his buttenhole there f
owed a red carnation. So with head erect St. Just, thar strange enigma of the Terror, i

passed to his death, a marble starue to the last.”5* By citing Webster, a so-called enthu-

siast of “democracy” who also promoted a form of paranoia throughout the 1920s,

Finlay undermines any idealization of the Apollonian. And Finlay recounts how

Saint-Just himself as well embodies the Terror's paradoxical adaptation of Rousscau,

Saint-Just’s Virgilian mortto “Une charrue, un champ, une chaumiére . . . voila le bon-

heur” envisages a pastoral republic, yet one where every dimension of life is under
stare control. The brutal contradictions inherent in the name Saint-Juse, in the ideas
attached to Saint-Just, in the images under which the figure is made visible, invite his
words as laws to be reviewed and not simply absorbed.

This hermeneutic of suspicion, rooted in Enlightenment rationality, is here ap-
plied to Enlightenment rationality. In order to create such a hermeneutic Finlay has
reached back to the didactic, yet unresolvable, form of the emblem.** We might sec the
emblem at work maost clearly if we focus on a particular example. Finlay has construct-
ed several works based on the Batdle of the Midway of June 1942. In a 1977 exhibirion

on the subjecr, fruit trees were meant to represent the Pacific and seven Renaissance-

style beehives represented aircraft carriers as an “scrual emblem.” In the acrual Bacte of

the Midway the fleets never saw each other. The fighting was done by Japanese carriet-
based flights and American land- and carrier-based flights. The American ships, the
Hornet, the Enterprise, and the Yorktown, are contrasted to the Japanese carriers,
Akagi, Kaga, Soryu, and Hiryu. Finlay envisaged honey spilling out of the hive doors
as representing the spilling gasoline—just as smoke drives bees from the hive, so do the
ships in flames send out their planes. The history of emblems has displayed the beeasa
symbol of industriousness and enterprise; the hornet '« 2 warrior bee, but industrious-
ness here also plays on the linking of industry, technology, and the horror of war.
These connections are already complex, but further meanings can be read in
Finlay's Midway emblem. The Midway Inscription, a large slate medallion made with
Michael Harvey at Little Sparta, reads “Through A Dark Wood / Midway.” Finlay
thereby links the Bartle of the Midway to the famous “middle” theme of the opening of
Dantc’s Divine Comedy where midway in life the poet finds himself in a dark wood
with Virgil as his guide. The Horatian imperative of “in medias res” also holds: a dia-
lectical art would have w begin in the middle. But further, the Enterprise’s nickname,
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the “Big E,” comes into full play as well. Plutarch’s Moralia cnntainst‘ in its fifth valume
2 discussion of “the E ar Delphi.” Among the inscriprions at Delphi there was a repre-
sentation of the fifth letter of the Greek alphabet, epsilon (£), which in its written form
denotes the number five and is also both the word for “if " and the word for the second
person singular of the verb “to be": “Thou art.” Plutarch explores the meaning of these
three referents (“five,” “if,” and “thou art") and concludes that the letter became associ-
ated with the rites of Apollo at Delphi: one approached the god, using ” if” to ask what
might happen and, at the same time, addressing the god in terms of the certainty of his
being: “thou art.” He traces the number five to Pythagorean symbolism: “Five is a
‘Marriage’ on the ground that it was produced by the association of the first male num-
ber and the first female number [and] there is also a sense in which it has been called
‘Narure, since by being multiplied into itsclf it ends in itself again.” As the epsilon
compels the pilgrim to Delphi to address Apollo, “Thou art " so does another inscrip-
tion compel the god to welcome the pilgrim with the message "Know thyself.”
Plutarch writes that “everything of a mortal nature is at some stage berween coming
into cxistence and passing away and presents only a dim and uncertain semblance and
appearance of itsclf,”>” and conrinues, “And if Nature, when it is measured, is subject
to the same processes as is the agent that measures it, then there is nothing in Nature
thar has permanence or even existence, bur all things are in the process of creation or
destruction according to their relative distribution with respect to time.”™® We of
course by now remember that TF is the monogram as well of lan Finlay.

Against the fixity of the inscription and the material stasis of the emblem form are

the play and transformation of interpretation—the work of the trope, The trope is
celebrated in Finlay’s ongoing homage to Ovid, whom he calls the poet of camou-
Hage. In a 1989 letter to Mary Ann Caws, Finlay wrote: "Dryads are traditionally
represented in rerms of metamorphosis, leaves for fingers, skin rurning into tree-bark
and so on. For our time (age) it seems preferable to dress the dryad in a camouflage
smock.” Finlay sought to critique the contemporary picture of a benevolent nature
with a view of “nature as something formidable.” He quotes Heraclitus: “Narture loves
to hide,” an aphorism implying the strategy of concealment, surprise, and mutability
implicit in all his garden works.** The garden’s most prominent citation to Ovid is the
Temple of Philemon and Baucis. Philemon and Baucis in their old age find that the
visitation of the E{:ds results in their small hur hEinE changcd InTo a [cmplc—ma[hlc
columns take the place of wooden supports, the thatch yellows into gold. In Owvid's
version of their story, “It is not only their hospitality but the very purity of their souls
that earns for Philemon and Baucis the grace of the gods. Jupiter and Mercury will
grant them their wish, which is to die at the same time, and will change them into two
trees, with mutually supporting rrunks and interwoven branches.”® The two become
one and the one is two, preserved and canceled by the miracle of simulraneiry. Nature
rﬁr:naforﬂl&d into culture, culture transformed into nature: this is the Ovidian dialec-
:Lc;j:l:[‘lzizr: :;:_c'ﬁti Eﬁ:[: history. YE'E it is F}'p'u:a! of Finlay’s rigorous relation

s not stop with this version of the story. In part 2 of
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Goethe’s Faust the story is rewritten out of Ovid and eerily forecasts the brurality of
the Nazi regime: Philemon and Baucis refuse to exchange their poor plot for the rich
farm that Faust offers. He wants to remove the old couple from the marshland he
plans to reclaim for his own sake as well as for what he purports to be the benefit of
the human race. When Faust's henchmen try to evict them forcibly, Philemon and
Baucis die together in the blaze of their hut, victims of Faust’s will to power.®

Wark and death are the objects of memory.

Death is a Reaper, a folding card Finlay made in 1991 with Gary Hincks, presents im- {
ages of a seythe with a blade that progressively turns into the Nazi lightning bolt. These f
images are placed next to a quote from Abraham a Santa Clara: “I have seen that Death

is 2 Reaper, who cuts down with his scythe not only the lowly clover, but also the grass

that grows tall; I have seen that Death is a Gardener, who does away with the climbing

larkspur as well as the violets that creep along the carth; 1 have seen that Death 1s a

Player, and indeed a naughty one, for he knocks down the skittles and does not set

them up again, and he takes the king as well as the pawns; | have seen thar Death is a

thunderbolt that strikes not only the tumble-down straw huts, but also the splendid

houses of monarchs.”® If the Ovidian story changes the pastoral hut into the golden

temple and so narrates an account of virtue rewarded, it is contrasted in Finlay's work

to Sebastien Chamfort’s revolutionary pronouncemecnt of 1789: “Guerre aux chatcau,
paix aux chaumiéres!™ Wherever there is resolution into law, there is also the seed of
the corruption of the law; wherever there is peace there will inevitably be war, as
Heraclitus had claimed in his aphorism, “War is father of all and king of all.”™

In following Poussin, Finlay practices a particular method of historical reference.

As he paints Arcadia, Poussin fallows the Roman tradition of Arcadia as an immemo-
ideals rather than any historical

rial past, a kind of spiritual landscape derived from
6% Finlay's most

antecedents. Yet he emphasizes that such scenes are temporally distant,
extensive quotation from Poussin has been iri his many reworkings of £r in Arcadia
and mortality. These paintings have an im-
the same theme. In Guercino’s work, owo
erings by the sight of a human skull on a
a fly and a mouse, popular symbols of
Devonshire collection ar Chatsworth,

Ego—Poussin’s two paintings on Arcadia
portant antecedent in Guercino’s work on
Arcadian shepherds are halted in their wand
moldering piece of masonry, accompanied by
mortality. One of the Poussin paintings is in the
the other in the Louvre. Erwin Panofsky’s famous cssay on the paintings, “E# in
Arcadia Ego: Poussin and the F.legiuc'l'ra.di:iml.” explores the tension berween two 1n-
terpretations of the Latin phrase: "l too, lived in Arcady,” and “1 [Death] am as well
in Arcady.” Panofsky contends thar the latter translapon, more accurately conforming
to Latin syntax and made famous by an ad hoc interpretation provided by George i
of a painting with the same inscription by Joshua Reynolds, was originally what
Guercino and Poussin, in his early work, had in mind. Yet by the time of the medita-
tive classicism of the Louvre version, Poussin was thinking of the more particular
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meaning, “The person buried in this tomb has lived in Arcady,” so I:hlat “what had
been a menace has become a remembrance."® Finlay appropriates the images of the
shepherds reading the inscription bur, through a series of subsriturions and permuta-
tions, arrives at a German tank in the place of the tomb, thus placing a menace that is
also a remembrance into Arcadia. :

Finlay plays on Marvell’s “mower” as well as the folk theme of “the grim reaper”
in his concrete poem “Mower is less.” The allusion is ro the ax of Robespicrre, the
guillotine, but it also refers back to the theme of lightning and the depiction of
Cromwell in Marvell's “Horatian Ode™: “like the three fork'd Lightning, first |
Breaking the Clouds where it was nurst, / Did thorough his own Side / His fiery way
divide.” As Geoffrey Hartman has explained, “a ‘bleeding Head' is once again and
ironically the prerequisite for the body politic's wholeness. . . . The new order is forced
to unify by the sword, by division, by a rape of ime.™®” Apollo as musician sends forth
his messages of music; as “far-shooting archer,” his messages of death ™

Virtue and justice are the objects of making.

Military metaphors and the rhetoric of moral philosophy, from Laurence Sternes
Uncle Toby to Samuel Johnson’s Stourbridge school poem “Festina Lente,” were in-
separable in the eighteenth century,® and Finlay has evoked in the neo-neoclassicism
of Little Sparta many of the connections berween military metaphors and ethics.
Among his garden inscriptions, he includes a 1977 stone plant trough inscribed
“Semper Festina Lente™™ and accompanied by a relief of a minesweeper. The same
warning is translated into German, “Achtung Minen,” in Finlay's New Arcadian
Dictionary”' Yet the yoking of a militaristic ethical rhetoric 1o imagery of the garden
has an even older genealogy. The golden apples of the Hesperides were the ornament
and reward of Hercules' virtue, a virtue that was made evident not by Hercules' na-
rure, but by his actions—his choice of the right path. The Norman invasion of Sicily
produced the rradition of rewarding French kings with orange cuttings, the “storied
reward of Herculean might.”” In the sixteenth century the Villa d’Este used the story
of Hercules' choice at the crossroads to structure the paths and fountains in their dedi-
cation to “honest pleasure,” and Cosime de’ Medici's Castello showed Hercules sub-
duing Antaeus in an enclosed garden bounded by the four seasons and lined with em-
blems of the virtues of the Medici. ™ Finlay inadvertently, and then markedly, made
an allusion to the Villa d’Este when he inscribed on the bases of stone representations
of aircraft carriers ac Stonypath, “Homage to the Villa d'Este.” Later, he learned of the
avenue of stone ships at the villa and came to consider this coincidence to be evidence
nfthi:_classitai tracition as an end uring, if not always conscious, experience.”

Sir Thomas Br:awn:'s 1658 treatise The Garden of Cyrus ar the guincuncial, lozenge,
or network plantations of the ancients, artificially. naturally, mystically considered is an-

other key text for understanding Little Sparta.” Browne, who admits in his opening
paragraphs that he is not a gardener,

traces the importance of order in the gardener’s
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art. “Disposing his trees like his armies in regular ordination.” the Persian king Cynys
came to be known as “the splendid and regular planter” (141). Browne links the quin-
cuncial form of Cyrus’s planting to the Greek letter X and to the crosses and crucifis-
ion of Christian iconology and the anointing of Hebrew priests in the torm of an X
(142-43). Although unmentioned, the relation to Hercules at the crossroads alsy
emerges.” Browne does mention that Aristotle uses a singular expression concerning
the order of vines, delivered by a military term representing the orders of soldiers, and
thar the Roman baralia, too, was ordered by means of an alternaring form of groups
of five and four horizontally arranged. He concludes with a discussion of the appear-
ance of quincuncial forms in nature and with “the ancient conceit of five, surnamed
the number of justice, as justly dividing between the digits, and hanging in the centre
of nine described by square numeration . . . [in] that common game among us where-
in the fifth place is sovereign and carrieth the chief intention—the ancients wiscly
instructing youth, even in their recreations, unto virtue, that is early to drive at the
middle point and central scar of justice” (183-84). Browne emphasizes only the order,
or what might be called the poctic justice, of the analogy berween the garden and war.
A relentless strucruralist, the poet sees the quincunx wherever he looks and, like the
| pre-Socratics, finds nature yoked to laws like those that bind human nature. Bur the
. purer and more abstract the rule of law, the more insistently does the parrticular make
iself apparent; what has been unified begins to split. The trope falls back into its ele-
ments; the materiality of history asserts itself against the periodicity of history.

He who makes a garden, his own remembering makes.

. Finlay’s three occupations—soldier, shepherd, and poet—are completely bound up
with the forms of knowledge Lirtle Sparea proposes. Although he finds little value in

biographical and autobiographical interpreration, Finlay has written of the particular
relation berween Little Sparta and World War 11

In wartime the British were encouraged to grow their own food (*p1G FoR vicroRy”),
and the phrase Wartime Garden was almost certain ly use

d to denote the purposes the
garden might then serve, My waork,

then, treats the garden, noras an idyll or pastoral,
bu as a kind of model for the Heraclitean or Hegelian understanding, . . . in the

same way . . . | have treated the French Revolution as 2 pastoral or idyll: “The French
Revolurion is a pastoral whaose Viegil was Rousseay, "™

At Little Sparta the family clothesline is called the “Siegftied Line,” in memory of the
“We're going to hang our our washing on the
washing, Mother dear?”

yet sinister, images, the Nuclear Sail, a stone monument
car conning tower protruding by Little Sparta’s Lochan
children, starkly calls to mind the hor-
mply their past. The U.S. Polaris sub-

British song from World War 1.
Siegfried Line. / Have you any dircy
In a garden of sublime,
designed to look like 4 nug|
Eck, the large pond named after onc of Finlay’s

rific potential of instruments of war and nor si
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marine base is at Holy Loch, Scotland, on the other side of Glasgow,™ and Finlay’s
garden is in a strategic part of the country frequently crossed by Royal Air Force
Phantom jets on maneuvers.”” In deflating the naive and ultimarely narcissistic opti-
mism of evolutionary thought, Finlay asks us to consider the moral framework and

orential consequences of any historical idea. In tracing the tension between order
and disorder through the pre-Socratics to Nietzsche and Hegel, he has presented a re-
lentlessly dialectical context for thinking about the relations berween human culture
and nature. Finlay’s garden as a paradise of philosophy constantdly reminds us of the

agon berween forms of thought, the simplemindedness of monumentality, and the
fragile boundary between art and war. Lirle Sparta is a work, both made and evolv- .n"f
ing, that explores the dangers of facile apprehension and ready enthusiasm. The gar-
den refuses to allow the viewer to idenufy naively with its individual themes and sym-
bols; Finlay argues that when individuals pursue an unthinking identification with
power and sentimental ideals, terror and carastrophe ensue.
In 1995—96, a further conflict with the Strathclyde regional government com-
pelled Finlay to close the garden once again. More recently, the regional government

itself was dissolved by the state.
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