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Were Adam’s eyes the green of paradise?

DEREK JARMAN, “Green Fingers,” in
Chroma: A Book of Color

Blue and green dehumanize nature
more than anything else does.

FRIEDRICH NIETZSCHE, Daybreak

Sentences (1) and (2) are equally nonsensical, but any speaker of
English will recognize that only the former is grammatical.

(1) Colorless green ideas sleep furiously.
(2) Furiously sleep ideas green colorless.

NOAM CHOMSKY, Syntactic Structures
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INTRODUCTION

About Green

For the twenty-first century “green” has emerged as a keyword on the or-
der of “gender,” “sexuality,” “nation,” “race,” and “ethnicity”—words that
dominated looking, listening, reading, and critical thinking during the
last third of the twentieth century.! How “green” may change these other
keywords remains to be seen. “Green” has power to upset. For a start, it
lacks an easily fixable meaning. Trees, the most ubiquitous species of liv-
ing things larger than we are, provide a finite, visible origin for the term,
but “green” covers a vast sweep of mental territory. In Scott Slovic’s defi-
nition, “green studies” embraces not just texts that explicitly engage the
natural world but “the scrutiny of ecological implications and human-
nature relationships in any literary text, even texts that seem, at first
glance, oblivious of the nonhuman world.”> “Green” is not a thing; it is
a relationship. “Gender,” “sexuality,” “nation,” and so forth are nouns—
they really do seem to be there—whereas “green” is part noun, part adjec-
tive, part adverb, part verb. One can shop green, build green, vote green,
think green. What s “green” in these cases? An adverb describing how one
can shop, build, vote, think? A noun specifying what one can shop, build,
vote, think? An adjective describing who is doing the shopping, building,
voting, thinking? “Green” upsets syntax because it upsets any easy rela-
tionship between subject and object. “Green” invites us to consider that
subjects, especially thinking subjects, don’t exist apart from the objects
amid which they live, move, and think.

For all its brave newness, “green” in these multiple senses has a his-
tory. To Shakespeare and his contemporaries, the horizon of green, greene,
gréne, grene was broad enough to include
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leaves, especially bay leaves, especially bay leaves wound around a
poet’s brow,

greenwood, greensward, greenhouse,

the village green,

verdigris, litharge of lead (PbO), and quicksilver “ground with the
pisse of a yong childe” to make an emerald-green dye,

the suit of “flaming greene like an Emerald” that St. George is supposed
to have worn when, en route to England, he stopped off in Egypt and
was crowned king there,

a table covering for conducting legal business (the Board of Green-
cloth, the green baize of the House of Commons), playing card games,
and shooting pool,

green phantasms in “Perspective-Houses,” where, according to Fran-
cis Bacon, the inhabitants of New Atlantis produce “4// Colourations
of Light. All Delusions and Deceits of the Sight, in Figures, Magnitudes,
Motions, Colours: A/l Demonstrations of Shadows,”

greenhead and greenhorn,

“the greene-ey’d Monster,” and

“Good is as visible as greene.”

The last of these greens is John Donne’s in “Communitie,” a poem
printed with Donne’s amorous verse in 1633. Donne’s speaker begins with
the commonly held proposition that we must love good and hate ill. But
what about “things indifferent”? These we have to “prove” or try out, “As
wee shall finde our fancy bent.” Take women. Nature made them nei-
ther good nor bad, so we must use them all: “If they were good it would
be seene,/ Good is as visible as greene,/And to all eyes it selfe betrayes.”
Green is so visible, it turns out, not just because it is everywhere to be seen
in greenwood and greensward or because the speaker is a greenhead full
of youthful desire but because women are green goods, pieces of ripen-
ing fruit that the speaker can devour one after another: “Chang’d loves
are but chang’d sorts of meat” (sig. FF3v). “Communitie,” like “greene,”
turns out to mean several things at once: qualities that all women hold in
common (Oxford English Dictionary, hereafter referred to as OED, “com-
munity” I.2), the social communion of men with women (L.3), perhaps a
particular woman branded as a common prostitute (f10), certainly a so-
ciety of men living together in a single place (IL.7.b) like Hart Hall, Ox-
ford, or Lincoln’s Inn and affirming their group identity by exchanging
misogynist poems, and, subsuming all the other meanings, commonness
and ordinariness (I.T5).
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It is the commonness of green in English culture of the sixteenth
and seventeenth centuries that has inspired this book. The color green
is certainly not the key to all mythologies in early modern England—it
does not function as, say, “the raw” and “the cooked” do in Claude Lévi-
Strauss’s analyses of the native cultures of Amazonia*—but it does pro-
vide a key, in multiple senses of the word. Like a long metal bit precisely
fitted to the wards of a bolt, the key of green picks one of the locks that
shut us off from the past. It gives us access to a surprisingly wide range of
cultural experience on the other side, and like the coded key to a map it
helps us interpret what we find there. In part, The Key of Green is a cultural
history like Michel Pastoureau’s Blze and Amy Butler Greenfield’s A Per-

fect Red,® but it is time-specific (in this case to the 125 years between 1575
and 1700) in a way more akin to Herman Pleij’s laying out the palette of
the Middle Ages in Colors Demonic and Divine.® As a cultural history, The
Key of Green considers the thematics of green in poetry, plays, and ethical
writings. (In this regard I have been anticipated by Linda Woodbridge’s
wonderfully suggestive chapter “Green Shakespeare” in The Scythe of Sat-
urn.”) But cultural history also includes landscaping and gardening, tapes-
tries and painted cloths, bed curtains and clothing. The copper salt called
verdigris, sap-green made from buckthorn berries, and the hydrous sili-
cate of iron and potassium known as terre-vert figure in a material history
of green that merges into social history (gentlemen were advised not to
work with smelly pigments like verdigris and sap-green), alchemy, paint-
ing theory, and optics. Brilliant examples of this broader cultural history
of color have been provided by John Gage and Philip Ball.® Green also
helps us listen to the past. Like the key of G major, say, with its distinc-
tive system of pitches and harmonics, the key of green invites a distinc-
tive mode of listening.

Passion and Perception in Renaissance Culture: the subtitle to this book
brings together three key words. “Perception” is the most fundamen-
tal. Before Descartes, thinking color, like thinking anything else, was
a whole-body experience. Donne’s reference to “fancy” as the power
that shapes men’s perceptions of women assumes a model of cognition
that commanded virtually universal assent until the 1650s. In the story
that Donne and his contemporaries told themselves about what was
happening whenever they looked or listened, it was fancy that took the
synesthetic fusions of “the common sense” and the imagines of imagina-
tion and memory and delivered up the result, in the form of phantasmata,
for judgment.® Thomas Wright in The Passions of the Mind in Generall (1601,
1604,1621,1630) was not the only Renaissance thinker to locate judgment,
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not in the head, but in the heart. As Wright tells the story, phantasmata
sent from the brain in the form of aerated spirits cause the heart either to
dilate or to contract, changing the balance among the body’s fluids. The
result is felt by the perceiver as passions of one sort or another. Only then,
when sensations have been felt throughout the body, does the perceiver
begin to put words to what he or she is experiencing.

“The Passions,” Wright declares, “not vnfitly may be compared to
greene spectacles, which make all things resemble the colour of greene;
euen so, he that loueth, hateth, or by any other passion is vehemently
possessed, iudgeth all things that occur in fauour of that passion, to be
good and agreeable with reason.”!° If you were a speaker of Middle Eng-
lish or early modern Scots and were vehemently possessed with love, you
could even say that you “greened” this or that object, this or that per-
son. Donne’s greenhead speaker in “Communitie” greens the green fruits
he picks and eats. Wright’s word “passion” both is and is not a synonym
for the word that we would use, “emotion.” Emotion in the sense of an
agitation or disturbance of the mind dates from the 1660s; emotion as a
feeling as opposed to an act of cognition is much later still, dating only
from the early nineteenth century (OED, “emotion” 4.a, 4.b). Instructed
by Freud, we think of emotion as an energy that acts oz the material body;
for Donne and his contemporaries, passion was a biochemical state that
arises from the material body. An emotion is, for us, a response to an act
of cognition; for Donne and his contemporaries passion was the inzpe-
tus for an act of cognition. It was Descartes’ error, as Antonio Damasio
and others have argued, to discount “the feeling of what happens.”!! Des-
cartes may have devoted an entire treatise to The Passions of the Soule (1649,
English translation 1650), but proper objects of knowledge for Descartes,
Hobbes, and most subsequent philosophers are required to be clear and
distinct, not sullied with passions. Green provides a focus for putting the
passion back into looking, listening, reading, and thinking.

Most of the time I have preferred the much-debated term “Renais-
sance” to its competitor “early modern” for four reasons. First, most of
the ideas about color entertained by Donne and his contemporaries de-
rive quite directly from Plato, Aristotle, Pliny, and other Greek and Ro-
man authorities. Color theory in the sixteenth century took their ideas as
major reference points. Second, the palette within which Donne’s con-
temporaries worked as dyers, weavers, painters, and poets did not ex-
tend much beyond the same four hues that Pliny attributes to the Greek
painter Apelles: black, white, red, and ocher (“tawny” was the equiva-
lent in early modern English). Green was notoriously difficult to make
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and notoriously fugitive in the presence of light and air. Third, a decisive
shift in ideas about color occurred in the 1660s, when Isaac Newton’s ex-
periments with light refracted through prisms demonstrated a physics
of color that still obtains today. Fifty years earlier Johannes Kepler had
demonstrated the geometry of light rays with respect to the human eye.
Between them Kepler and Newton produced a distinctively modern ac-
count of color and vision that makes “early modern” a descriptor more
apt for the later seventeenth century than for the hundred years before.

There is a fourth reason for “Renaissance”: my conviction that a re-
birth is possible in our own time.'* The so-called linguistic turn in criti-
cism since the late 1960s has made us super-subtle readers of texts. We
are acutely aware that every phoneme, every word, every statement, ev-
ery speech act, every discourse results from acts of marking and that the
grounds for those acts of marking are ultimately arbitrary. Color chal-
lenges these regimes of reading and thinking. Is green a text? Obviously
it can be: /griin/ results from the marking of certain phonetic differences,
the word “green” is the sign that speakers of English have agreed to give
to one set of light-effects as distinguished from other sets, and “green” as
a concept figures in several distinct discourses of color (at least eight by
my calculation in chapter one). For all that, green resists being put into
words. Is color a physical property of objects? Or a sensation of light-
sensitive nerves? Or a combination of both?'® To experience green, you
need space, time, and a human body, but not necessarily words. The meth-
odologies that have dominated academic criticism since the late 1960s—
structuralism, new historicism, deconstruction, and Lacanian psycho-
analytical theory—rigorously objectify the texts under study. Aesthetic
response, sense experience, and emotion—the main concerns of criticism
in the quarter century preceding the linguistic turn—have been regarded
as retrograde and politically suspect, as “false consciousness” in the face
of contemporary political preoccupations. Green invites us to engage the
culture of Renaissance and early modern England in terms not limited to
black marks on white paper and, in the process, to reconfigure our think-
ing in the present. The Key of Green takes its place in what Patricia Clough
has identified as “the affective turn” in cultural studies.!*

The Key of Green is aligned with a second change in critical direction,
the recent turn from language to the body. After self, woman, sodomy,
nation, and race it was inevitable that the human body would become an
object of study in new historicism. The social constructedness of physi-
ological knowledge has been demonstrated in a series of landmark books
by Nancy G. Siraisi, Gail Kern Paster, Andrea Carlino, Jonathan Sawday,
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and the contributors to David Hillman and Carla Mazzio’s The Body in
Parts.'> The focus in these studies of the body as an object, as a physical en-
tity, has been given a subjective dimension in Michael Schoenfeldt’s Bod-
ies and Selves in Early Modern England and Gail Kern Paster’s Humoring the
Body.'¢ With respect to cognition, The Key of Green shares certain interests
with Mary Thomas Crane’s Shakespeare’s Brain and Ellen Spolsky’s Word vs.
Image: Cognitive Hunger in Shakespeare’s England, but it differs from these
and other attempts to apply cognitive science to fictional texts by insist-
ing on a model of perception based on Aristotelian philosophy and early
modern physiology rather than contemporary brain research.’” Embold-
ened by arguments made by scientists like Richard L. Gregory in Eye and
Brain, I am proceeding on the assumption that the mind processes sensa-
tions, not only via a series of off/on nerve signals but via an interlayering
of analogues.'® As far as existing books are concerned, The Key of Green
has perhaps closest affinities with phenomenological studies like Angus
Fletcher’s Colors of the Mind, James Elkin’s The Object Stares Back, George
Lakoffand Mark Johnson's Philosophy in the Flesh, Barbara Staftord’s Visual
Analogy, Charles Altieri’s The Particularities of Rapture, and Teresa Bren-
nan’s The Transmission of Affect.'® What I share with these authors is a con-
viction that all human knowledge is embodied knowledge and hence fe/t
knowledge.

The specific ways in which human bodies are positioned vis-a-vis the
larger world vary from culture to culture and era to era, as David Howes
demonstrates in Sensual Relations: Engaging the Senses in Culture and Social
History.* In that respect, The Key of Green participatesin a third turn: from
the body to the ambient world. My concern with perception is shared
with Jonathan Bate in The Song of the Earth, Robert N. Watson in Back to
Nature: The Green and the Real in the Late Renaissance, and Timothy Morton
in Ecology without Nautre: Rethinking Envivonmental Aestbetics. Like Wat-
son, I believe that new protocols of thought in the later seventeenth cen-
tury touched off an epistemological crisis. In Watson’s view, “the green”
of nature, which had once seemed so immediate, became ever more es-
tranged in the face of a scientifically calibrated “real,” producing in Shake-
speare’s As You Like It, Marvell’s garden and mower poems, metaphysical
and cavalier lyrics, seventeenth-century Dutch paintings, and the reli-
gious poetry of Thomas Traherne an anxiety about the relationship of
sense experience to truth and a nostalgia for “unmediated contact with
the world of nature.”?! Urbanization and cross-cultural contact incident
to trade and colonization, as Watson points out, heightened this sense of
alienation. In The Key of Green I likewise attend to the interface between
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Figure 1. From Ferdinand de

Saussure, Cours de linguistique

H
)

générale (Geneva, 1916)

human perceivers and what Watson calls “the green,” but what I find there
is not a chronological progression from within to without to wishing again
to be within but a volatile border or frontier full of plant forms larger than
humans, animals with staring eyes, creatures of fantasy that combine the
bestial and the human—the kind of liminal space that Donne and his con-
temporaries knew as antic work, grotesquerie, verdure, and boscage. (Ex-
amples can be seen in plates 4, 17, and 19.) Green criticism in these pages
attends to changing figure/ground relationships in which the figure is hu-
man and the ground is green. Morton catches these dynamics in his de-
scription of “a poetics of ambience” that does not necessarily require an
entity called “nature.” The Latin word ambitus, Morton observes, gestures
toward surroundings—but without specifying just what is there. Ambi-
ence “suggests something material and physical, though somewhat intan-
gible, as if space itself had a material aspect—an idea that should not, af-
ter Einstein, appear strange. . .. Ambient poetics could apply as easily to
music, sculpture, or performance art as it could to writing.”*>

How to attend to figure and ground at the same time: there’s the rub.
Ferdinand de Saussure’s linguistics has trained us to attend to the distinc-
tions between ¢his figure and that figure, but the place where figure meets
ground remains vague, blurry, elusive, and—to some people at least—
disconcerting. A diagram published in Saussure’s Course in General Lin-
guistics shows how marks of meaning are made amid continuous waves of
sound and thought. (See Figure 1.) The letter A in Saussure’s image des-
ignates “the indefinite plane of jumbled ideas”; the letter B, “the equally
vague plane of sounds” (2.4.1).%® Vertical lines indicate the cuts, the
difference-markings that speakers make amid the chaos of thoughts and
the plenitude of sounds. Saussure himself attended to the waves as well
as to the lines, and so did Derrida, but critics with less imagination have
limited their focus to the lines. That shift in attention has had the effect
of removing the human body from the transaction. The sentient, mov-
ing body is in the waves. With the removal of the body has come a denial
of what it feels like to be immersed in those waves, what it feels like to
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make those marks with voice and with hand. It is hard to go swimming
in a hairsuit.

An alternative to such asceticism is provided by Michel Serres, who lo-
cates the origins of meaning, like the origins of life, in the ocean. To Aris-
totle, at the point of origin of Western philosophy, water presented itself
as changing shades of green.?* And so it does to Serres. He begins his ver-
sion of Genesis adrift “in the green and stagnant waters of the Sargasso Sea,
atamysterious spot where thousands of tiny sparks, all shapes and all col-
ors, were glimmering crazily in the early morning light.”?* Countless bot-
tles floating in the water, each one bearing a message, catch Serres’ visual
attention, while his ears hear the “acute and cacophonic carillon” made
by the bottles’ collisions with one another. On a raft of those message-
bearing bottles Serres makes his way to shore. And itis there, on thelitoral/
literal edge, that Ilocate myselfas a writer. At the place where waves mark,
erase, and mark again the place on which I stand, meaning is not some-
thing I make alone. Meaning moves toward me; I move toward meaning.
At the shore, standing on a quay that extends a short way out into the
waves, I realize the situatedness of what I know.

At the same time, I am not afraid to speak and write in first person:
the green that I see, name, and know may be reflected off the waves, but
still that green is mine. What I know is not a third-person fact but a first-
person phenomenon. In paying attention to how I know, I am follow-
ing lines of inquiry set forth by Edmund Husserl, Martin Heidegger, and
Maurice Merleau-Ponty.?¢ The basic premise of phenomenology as prac-
ticed by these philosophers is simple enough: you cannot know anything
apart from the way in which you come to know it. As Lyotard argues, that
premise applies to history as well as knowledge in the present.?” Phenom-
enology in the work of Merleau-Ponty and other phenomenological crit-
ics of the 1950s and "60s was universalizing in its assumptions about how
the human body knows what it knows. By contrast, the version of phe-
nomenology I am pursuing here attempts to be historically relative and
politically aware. Such a way of knowing recognizes the embodiedness
of historical subjects and attends to the materiality of the evidence they
have left behind at the same time that it acknowledges the embodiedness
of the investigator in the face of that evidence. Historical phenomenol-
ogy attends to ground as well as figure, to waves as well as lines. It rec-
ognizes the ambient quality of knowing-in-place-in-time. In that respect
historical phenomenology can claim affinities with “green” criticism in
more familiar, more explicit forms. Taking a cue from Morton, the prac-
tice of historical phenomenology might be called “ambient poetics.”
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To find your bearings in the pages that follow, you may want to go first
to the open door in plate 1, near the center of the book. From there, you
can proceed in several ways. You might want first just to wander through
the Green Gallery without reading any of the text—the equivalent of go-
ing to a museum show and choosing not to read the placards alongside
the pictures. It is perfectly possible to use the Index of Images at the back
of the book and find your way directly to parts of the text that discuss
particular images. (Almost all of them make more than one appearance in
the text.) Or you may want to start with the text and return to the Green
Gallery now and again. If so, please do begin with chapter one, “Light at
500—510 Nanometers and the Seventeenth-Century Crisis of Conscious-
ness,” which puzzles over green as a phenomenon and lays out the big
issues.

Chapter two, “Green Stuff;” takes on the material history of green, be-
ginning with the green furnishings that sixteenth-century people of cer-
tain means seem to have enjoyed having around them and proceeding
through climate and flora, land forms, Aristotle’s physics of color, pig-
ments and dyestuffs, alchemy, ancient and modern theories of vision, and
Galenic psychology as demonstrated in Robert Peake’s portrait of Prin-
cess Elizabeth (plate 10) and Isaac Oliver’s portrait of Sir Edward Herbert
(plate 11). Chapter three, “Between Black and White,” is concerned with
“thinking” color. Here is where you will find the most vigorous critique of
color-blindness in modern and post modern theory. The dominant psy-
choanalytical theorists of the twentieth century, Freud, Jung, and Lacan,
are much more attuned to light versus dark than they are to hues. Aristot-
le’s black-to-white spectrum of colors offers a way of arranging sixteenth-
and seventeenth-century thinkers—philosophers, medical writers, scien-
tists, and ethical writers as well as poets—along a continuum from those
most attuned to the body at the black end to those most in denial of the
body at the white end.

The implications of pre-Cartesian psychology specifically for looking
are the subject of chapter four, “Green Spectacles.” Horace’s famous line
“ut pictura poesis” provides the occasion for examining the varying rela-
tionships between seeing and wording in several set pieces of ekphrasis—
accounts of creation in Genesis and Ovid, Britomart’s rescue of Amoret
from the House of Busyrane in The Faerie Queene, the painted destruction
of Troy in Shakespeare’s Lucrece, Crashaw’s instructions to the painter
in “The Flaming Heart”—as well as in a series of tapestries woven by the
Sheldon workshops between 1590 and 1615 and in a rare surviving set of
painted cloths at Owlpen Manor, Gloucestershire. “Listening for Green,”
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chapter five, not only considers some famous instances in which writers
say they can hear colors but examines the acoustic equivalents of antic
work and grotesquerie in the form of sounds that spin away from logo-
centric exactitude. Varying musical settings of Psalm 23 (“The Lord is my
shepherd. .. he maketh me to lie down in green pastures”) figure in a sur-
vey of changing ideas about the relationship between words and music.
As a site where green materials and looking and listening subjects con-
verge, the theater forms a natural focus for the last chapter, “The Cur-
tain between The Theatre and The Globe.” All ten surviving scripts that
Shakespeare’s company produced at The Curtain during their sojourn
there (1597-1599) pull woven hangings into the stage action, suggesting
avisual dynamic in which arrases, tapestries, traverses, hangings, and cur-
tains engaged imagination and fantasy in ways that might undo as well as
anticipate and confirm the power of words. Some things you might do
with green beyond the covers of this book are suggested in the brief af-
terword, “Coloring Books.”



CHAPTER ONE

Light at 500—510 Nanometers
and the Seventeenth-Century
Crisis of Consciousness

One hesitates to disturb Andrew Marvell in his four hundred years of sol-
itude, but stanza six of “The Garden” takes place in a “mean while” that
you and I'still occupy, a time in between the Fall (reenacted in stanza five)
and death (anticipated in stanza seven). Here we are:

Mean while the Mind, from pleasure[s] less,
Withdraws into its happiness:

The Mind, that Ocean where each kind
Does streight its own resemblance find;

Yet it creates, transcending these,

Far other Worlds, and other Seas;
Annihilating all that's made

To a green Thought in a green Shade.!

Not just a thought. A green thought. What a thought! What? Green, a
thought?

Ordinarily we think of green as a quality that objects possess. “What is
green?” Christina Rossetti asks in her children’s thyme. The answer: “the
grass is green,/ With small flowers between.” Or green is leaves, shiny
bright. Or a hopping frog. If we stop and recall our last physics course,
we may consider that it is not objects that are green but light rays. Mod-
ern physics knows green as particles of energy moving at 186,000 miles per
second (in a vacuum—air slows them down) in waves of a certain length.
The particles of energy are called photons; the length of the waves in
which they move is measured in units of one billionth of a meter, or, nano-
meters. What people in many cultures call green occurs in waves measur-
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ing between 500 and 510 nanometers.* What, then, is a green thought?
The physiological effect of light rays at that particular frequency striking
the retina of the human eye? The psychological effect of those light rays
as named by the perceiver’s language and narrated by the perceiver’s cul-
ture? Green, griin, vert, verds, verde, viridis, Tpdo1vog, £tan;: as definite as
these terms may seem, how can we be sure they are synonyms?

Not every language has a name for light rays at 500—510 nanome-
ters. As part of the World Color Survey begun in 1976, anthropologists
have presented informants in various cultures with a standardized chart
of color chips and asked them to circle groups of colors they can name.
The starting point for color discrimination in all cultures seems to be the
binary between white and black. But that is a distinction of brightness,
not hue—at least to #s. Contemporary science recognizes three scales for
measuring color: hue (dominant wavelength), saturation (intensity, rela-
tive freedom from admixture of white), and value (tone, reflectance, de-
gree of lightness).* The simplest model for separating hues, according to
the World Color Survey, begins with isolating red + yellow as one hue
and green + blue + black as another. A more complicated scheme iso-
lates red from yellow from black but still regards green + blue (“grue” in
the researchers’ terminology) as a single entity. Separation of green from
blue comes next, but often that separation is not firm. The word for blue
in modern Welsh, glas, spills over into green (gwyrrd) in one direction and
into gray and brown (//wyd) in the other.’ According to the World Color
Survey scheme, the isolating and naming of orange and violet come last.®
The human eye is able to distinguish millions of color nuances—perhaps
as many as seven and a half to ten million—but most cultures get along
with just seven or eight basic terms.” The notion of stages in color dis-
crimination, as if the whole thing were an evolutionary process, has been
called into question, but the fact remains that different cultures see and
name colors differently.

How, then, to turn Marvell’s “green thought” into words? To judge
from the accumulated commentary on “The Garden,” readers have never
been able to decide. The standard editions in which most readers today
encounter Marvell’s poem register this confusion. The introduction to
Marvell’s selected poems in The Norton Anthology of English Literature dis-
plays appreciative reticence about what Marvell’s green might mean:
“One of his most remarkable figures—the phrase “To a green thought
in a green shade’ from “The Garden’—derives its power from the unana-
lyzable suggestiveness the entire poem invests in the term ‘green.”® In
their Oxford edition, Frank Kermode and Keith Walker bring to the
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poem a thoroughgoing Neoplatonism that turns “annihilating . .. shade”
into something far more definite, a brief for cognitive thought over sense
experience: “making the created world seem as nothing compared with
what can be imagined by the retired contemplative.”? On the face of it,
such an interpretation seems plausible in light of Marvell's education at
Cambridge in the 1630s, when Neoplatonist thought flourished there.!
Other commentators—David Norbrook and H. R. Woudhuysen in The
Penguin Book of Renaissance Verse, for example—read “green” as “young,
youthful, raw, inexperienced, fresh, tender, immature, unripe.”*! More
circumspect is Nigel Smith’s gloss of “green thought” as “an original
thought about nature and the garden, made under the influence of the
garden (that is, contemplative activity while sitting under the shadow of
abush or tree in the garden).”'

If readers have remained perplexed, the reason may have less to do
with Marvell’s coyness than with the radical things that happened to
green soon after “The Garden” was written, which most scholars be-
lieve was the early 1650s, when Marvell was resident in the household of
Thomas, 3rd Baron Fairfax of Cameron, at Nun Appleton, Yorkshire.'3
Eighteenth-century readers seem to have been notably indifferent to the
poem’s charms. The three editions of Marvell’s collected works printed
in 1726, 1756, and 1776 give pride of place to Marvell’s political poems
and prose writings, relegating “The Garden,” without comment or an-
notation, to “Carmina Miscellanea.” All three editions present the text as
no more than a translation of Marvell’s Latin poem “Hortus.”** “Hortus”
itself is presented as a minor work that serves to demonstrate Marvell’s
“great Facility of writing in the Latin Tongue.”'s Edward Thompson, edi-
tor of the 1776 edition, writes off poems like “The Garden” as “the warm
effusions of a lively fancy, . . . very often thrown off in the extempore mo-
ment of their conception and birth.”** And besides, who wants to imag-
ine himself in a garden alone? “There is no sublime rapture without re-
ciprocation,” Thompson observes apropos the coolness of Marvell’s coy
mistress (sig. 0001v).

It was new ideas about nature in Romanticism that prompted
nineteenth-century readers and writers to give Marvell’s green thought
a second thought. Percy Bysshe Shelley’s Prometheus follows Marvell’s
speaker in annihilating what’s already made in favor of something the
poet himself makes in dialogue with nature. Prometheus “will watch
from dawn to gloom/The lake-reflected sun illume/ The yellow bees in
the ivy-bloom” and from such sensations create “Forms more real than
living man.”"” If anyone in particular, Alexander B. Grosart can be cred-
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ited with rescuing “The Garden” from its eighteenth-century oblivion.
Grosart’s The Complete Poems of Andrew Marvell (1872) begins, not with
Marvell’s political verse, but with “Poems of the Country,” among which
“The Garden” figures prominently. Although no specific gloss is provided
for the phrase “green thought,” Grosart’s preface leaves no doubt about
how “green” is to be interpreted. “Fundamentally, the Poetry of Marvell
is genuine as a bird’s singing, or the singing of the brook on its gleam-
ing way under leafage,” Grosart rhapsodizes. “There is the breath and fra-
grance of inviolate Nature in every page of the ‘Poems of the Country’
and ‘Poems of Imagination and Love.”*® The images of bird, brook, and
leafage may have been inspired specifically by “The Garden,” but the cat-
egory “Poems of the Country” (as opposed to country-house poems) is a
nineteenth-century invention. For Grosart and his Victorian readers,
“green thought” shapes up as an herbal antidote to red-brick thought in
a coal-cinder shade.

Disparities among these interpreters—eighteenth-century editors in
their indifference to “The Garden,” nineteenth-century readers in their
enthusiasm for “nature,” twentieth-century scholars in their need to draft
the poem into a philosophy—suggest that Marvell in his own mind, in
his own time, was somewhere else entirely. Even if the garden at Nun Ap-
pleton House survived today in the form that Marvell knew it, how can
we be sure that we would be able to see its greenness in the ways Marvell
saw it in the 1650s? For a start, we would not be able to know that green-
ness from a digital image, no matter how many pixels per inch. We would
have to move through the space ourselves. “Green thought” is ambient
thought: it happens in the course of movement through space and time.
And it happens, not in black and white, but in color. Marvell enacts in
“The Garden” a mode of perception that we may now be in a better posi-
tion to appreciate than at any time since the 1650s."

The Scandal of Color

Jacques Derrida, in his attempt to frame “the truth in painting” in four
trial essays, one on each side of the subject, recognizes color as a “power,”
a “force,” an “insolence” that threatens to overwhelm the stability of the
graphic line.?® Derrida begins, on the first of the frame’s sides, with the
fundamental ambivalence about color in Western philosophy, in partic-
ular the ambivalence registered in Kant’s notion of color as “pure pres-
ence” that can be experienced either as vibrations in the ether or, par-
adoxically, as a nonsensory, nonsensual reflection of form (76—77). On
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the frame’s second side a 1975 exhibition of drawings by Valerio Adami
entitled The Journey of Drawing gives Derrida his cue for approaching
the truth of painting through time, through a series of “tr” words (travail,
trajectory, traversal, transformation, transcription, trace, etc.) that leave
their mark in the ¢rait of a graphic line. In setting up a contrast between
line and color, Derrida is in fact reviving a distinction between disegno
(design) and colore (color), and their relative merits, that goes back to the
fourteenth century.*! The more recent drawings in Albani’s Journey, Der-
rida reports, hold color in check: “The rigor of the divide between ¢rait
and color becomes more trenchant, strict, severe, and jubilant as we move
forward in the so-called recent period. Because the gush of color is held
back, it mobilizes more violence, potentializes the double energy: first
the full encircling ring, the black line, incisive, definitive, then the flood
of broad chromatic scales in a wash of color” (172). The color is “trans-
gressive”: it refuses the strictures of the line. Between the black line and
the flood of color Derrida imagines a “contract” being drawn up—but a
contract that “only binds by leaving the two agencies in their autonomy”
(172). If black lines constitute a text, color figures as an anti-text, an ex-
cess. In an essay inspired by Derrida’s book, Stephen Melville specifies the
reasons for color’s deconstructive potentiality: “Subjective and objective,
physically fixed and culturally constructed, absolutely proper and end-
lessly displaced, color can appear as an unthinkable scandal.”??

Any attempt to deny that scandal, to cover it up, to black-and-white-
wash it with words is doomed to failure. Color is not an object out there
in space, waiting to be named; it is a phenomenon, an event that happens
between an object and a subject.?® Phenomenon was a word just coming
into English usage in the early seventeenth century. Bacon deploys it in
The Advancement of Learning (1605) to distinguish how things appear to be
from how they are. To say that the earth revolves around the sun, Bacon
observes, “is not repugnant to any of the Phainomena’”; it is just wrong
with respect to the facts.?* Bacon’s contrast between deceptive sensa-
tion and rea/ knowledge runs deep in Western philosophy. Kant has fixed
this contrast in terms that make immediate sense to us today. Kant’s Cri-
tique of Pure Reason (1781,1787) turns on a distinction between phenomenon
and noumenon, between appearances and das Ding-an-sich, the thing-in-
itself.25 Phenomenon and noumenon are both participles, but the empha-
sis in noumenon falls on past tense: a noumenon is an object, something
that “has been thought.” The emphasis in phenomenon falls, by contrast,
on present tense, on something that is happening now: a phenomenon is a
subject-object relationship, something “being thought.”
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With color there is no “thing-in-itself” Color asks to be thought
about, not as an object to be observed or as a text to be read, but as a
transaction to be experienced.?® That transaction happens within three
coordinates—space, time, and body—which are, in fact, the fundamental
coordinates of all human experience. The “where” of color in “The Gar-
den” resists framing. In stanza one, Marvell contrasts the “short and nar-
row verged Shade” of the soldier’s palm, the politician’s oak, and the po-
et’s bay with the ampleness of the space he occupies: “While all Flow’rs
and all Trees do close/To weave the Garlands of repose.” The operative
word here is “shade.” The full panoply of that word’s available meanings
in 1650 seem to be called into play. The shade of “The Garden” is an effect
of light, a spot sheltered from the sun (OED, “shade” IIL.g.a), a place of
social isolation (IIL.g.b), an epistemologically dubious visual field of ap-
paritions and shadows (IL5.b), a state of only partial illumination (I.1.a),a
representation of such a state (I.3.a), possibly a diffusion of (green) light
possessing a particular value or saturation (I.4.a, earliest citation from
Locke, 1690). Common to all these meanings is a sensitivity to modulated
light—empbhatically zof the full daylight, the florescent evenness, the hal-
ogen intensity favored by the Enlightenment.?” All of the trees, fruits, and
flowers that Marvell’s speaker notices in the course of the poem are sub-
sumed within a shade, within “this lovely green” (stanza 3). Greenin “The
Garden” is the flood, the line-obliterating wash of color, that Derrida de-
scribes in The Truth in Painting.

Color-time in “The Garden” is no less ample. It can be measured in the
iambs of “this lovely green,” in the tetrameters of “How could such sweet
and wholesome hours/Be reckon’d but with herbsand flow’rs?” (stanza 9),
in the eight-line periodicity of the stanzas, in the minutes it takes the
speaker to traverse the poem’s imagined landscape and the reader to tra-
verse the words, in the dark-green time/thyme that “th’industrious Bee”
computes minute by minute and hour by hour amid the garden’s floral
sundial (stanza 9), in the hues and values revealed as the sun makes its di-
urnal progress through the garden’s “fragrant Zodiack” (stanza 9), in the
human life span whose end is awaited as the speaker’s birdlike soul glides
into the boughs “And, till prepar’d for longer flight, / Waves in its Plumes
the various Light” (stanza 7), in the epochs referenced via Daphne’s lau-
rel (stanza 4) and the Garden of Eden (stanza 8). Modern understand-
ings of color vastly extend these measures of time in two directions: di-
minishingly toward nanometers and expansively toward light-years. For
twenty-first-century readers, at least, there is a “when” to the green in
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Marvell’s “The Garden” that extends from billionths of a second to mil-
lions of years. The midpoint in that span is the year 1650, Common Era.

For all his praise of repose, the “who” of Marvell’s poem is a body in
motion. At first, the speaker need not take a step for ripe apples to drop
around his head, for clusters of grapes to crush their wine against his
lips, for nectarines and peaches to force themselves into his hands. Al-
most precisely in the middle of the poem, however, the speaker recapitu-
lates the biblical Fall of man: “Stumbling on Melons, as I pass,/Insnar’d
with Flow’rs, I fall on grass” (stanza 5). Adam’s fall is experienced by Mar-
vell’s speaker as a fall into green. The speaker’s physical trunk may now
be supine, but his mind and his soul move as if they were active bodies
in their own right. His mind heaves like the ocean: it creates, it annihi-
lates (stanza 6). His soul casts the body’s flesh aside as if throwing off a
garment: it glides into the boughs, it sits and sings, it whets and combs
its wings (stanza 7). “Exstasie” is John Donne’s term for this out-of-body
but from-the-body experience. What first leaves the bodies of the speaker
and his lover in John Donne’s poem of that name is not their souls (that
doesn’t happen until two stanzas later) but shafts of light issuing from
their eyes: “Our eye-beames twisted, and did thred /Our eyes, upon one
double string.”* It is perhaps this felt quality of vision as a casting forth of
light from the viewer’s eyes that explains the flight of Marvell’s bird-soul
into the garden’s green shade.

The so-called extramission theory of vision has its origin, for Western
thinkers at least, in Plato’s explanation of color as the mixing in air of two
beams of fire, one issuing from the viewer’s eyes and one from the object
being viewed. Aristotle argued that color was carried in one direction
only, on light reflected off objects, but versions of Plato’s extramission
theory commanded the assent of Cicero, Euclid, Ptolemy, and Al-Kindi
and were not refuted to the satisfaction of most serious thinkers until
the optical experiments of Kepler, Descartes, Huygens, and Newton in
the later seventeenth century.?” As wrong as it may be with respect to the
thing-in-itself, the extramission theory is, as Bacon would say, not repug-
nant to the phenomena. Plato’s theory actually does make sense of what
vision feels like. We experience vision as being directed a¢ or f0 something:
we decide (or so we think) where to cast our gaze. James Elkins, in The
Object Stares Back, provides a brilliant argument against this too-easy as-
sumption. By their color and pattern, Elkins demonstrates, objects in the
natural world positively demand that we look at them in certain ways.*
The experience of color thus remains a transaction between subject and
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object—a transaction that happens within the coordinates of space, time,
and the human body. The preferred postmodern term “subject” fails to
do justice to the active involvement of the body in these transactions. A
subject, after all, is thrown (actus) under (sub) an external power of some
sort. “Viewer” (from the Latin videre, to see) is neutral, but still too pas-
sive. More accurate is the word “perceiver.” The per in perceiver catches
the “through” quality of the experience of color. To per-ceive color is, lit-
erally, to “through seize” color.!

Garlands of Repose Woven in Silk

The ambient green of Marvell’s garden has an almost contemporary in-
door counterpart in the Green Closet at Ham House, near Richmond,
Surrey (plate 1). When William Murray, boyhood friend of the future
Charles I, refurbished Ham House in 1637-1639, he turned this roughly
15 X 15-foot room into a space for displaying small paintings, miniature
portraits, and probably small sculptures as well. Murray took his inspira-
tion from the “Cabbonett Room” at Whitehall Palace in which Charles I
displayed his own collection of small works of art. Similar intimate spaces
for viewing small paintings, prints, drawings, and curiosities were de-
signed by Inigo Jones for St. James’ Palace, Oatlands Palace, Somerset
House, and the Queen’s House at Greenwich.’? A 1655 inventory describes
the Ham House room as furnished with “Hanginges of greene stuffe,” to-
gether with “A couch[,] a chaire, two stooles and a carpet of the same
stuffe” (19). The green silk fabric that lines the walls today is copied from
green damask used in a 1672 refurbishment. Also present in the room are
copies of the “six green sarsnet curtaines fring’d” (sarsnet is a fine, soft
silk) mentioned in a 1679 description—curtains that could be drawn over
the pictures to protect them from light and dust (23) and, one imagines,
to heighten the effect of revelation when they were whisked open. An-
dreas von Einsiedel’s photograph of the room (plate 1) shows these cur-
tains pulled back on the far left, revealing seven of the paintings hanging
on the far wall.

Something of the dramatic effect that such curtains make possible can
be witnessed in the autobiography of Edward Herbert, 1st Baron Herbert
of Cherbury, who tells the story of being invited about 1610 to the Earl of
Dorset’s London house, “where bringing mee into his Gallery and shew-
ing mee many Pictures hee at last brought mee to a Frame covered with
greene Taffita and asked mee who I thought was there and therewithall
presently drawing the Courtaine shewed me my owne Picture.”** The im-
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Figure 2. William Larkin, Portrait of Edward Herbert, 1st Lord Herbert of Cherbury
(1609—10). Oil on panel. Original image, 21%, X 19 inches (55.9 X 48.8 cm). (Photo by
Geoffrey Shakerley. © Charlecote Park, Warwickshire /National Trust Photographic
Library/ The Bridgeman Art Library.)

age, Herbert reports, had been procured by Dorset from the artist Wil-
liam Larkin, from whom Herbert had commissioned a portrait of himself
a few years before. That original likeness, Herbert reports, he had given
to Sir Thoms Lucy before departing on a trip to the Low Countries and
France with Aurelian Townsend in 1608—a gesture of homosocial bond-
ing that Dorset was repeating as he revealed the copy to Herbert. The
original portrait hangs today at Charlecote Park, the Lucy family seat in
Warwickshire (figure 2). As Herbert makes clear, the green taffeta cur-
tains in Dorset’s gallery, unlike the green sarsnet curtains at Ham House,
covered only the frame containing Herbert’s portrait. That was the more
usual arrangement in the seventeenth century, as documented for the
Earl of Arundel’s gallery at Somerset House in 1619 and for Charles I's
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gallery at Wimbledon Palace.>* Lady Olivia in Twelfth Night alludes to the
same conventions of display—and the same dramatic effect—when she
offers to pull aside her mourning veil and show Viola/Cesario her face:
“we will draw the Curtain, and shew you the picture. Looke you sir, such
aone I'was this present: ist not well done?”* In Hans Holbein’s 1533 group
portrait known to history as The Ambassadors, what the parted green cur-
tain reveals is the passion of Christ (plate 2). In Catholic tradition it was
customary to shroud the crucifix during Lent and unveil it on Easter. The
specifically English location of Holbein’s portrait may be signified by the
fact that the curtain is green. Green was the favored color for this shroud
in southeast England.* Green curtains, it is worth noting, figure in the
backgrounds of Holbein’s portraits of Sir Thomas More and Erasmus.*’

From outdoors to indoors to gallery to green curtain to portrait: the
assemblage of space, time, and bodies traced in Herbert’s anecdote can be
experienced today in the Green Closet at Ham House. Twenty-two of the
gilt- and ebony-framed paintings still hanging on top of the green dam-
ask are among the 57 works known to have been hanging in the Green
Closet in 1677. Of those 57 works, 38 were framed in ebony versus 19 in
gilt, showing a marked preference for firm black lines to separate the im-
ages from the field of green even as that field provided the continuity
from image to image.*®A miniature portrait of Queen Elizabeth attrib-
uted to Nicholas Hilliard (plate 3) hanging in the room today illustrates
the effect. Hilliard’s likeness of the queen shares wall space with other
miniatures and with two locks of hair. Across the damask’s foliated green
the viewer’s eyes move from image to image, from the synecdoche of hair
to the synecdoche of painted face in the same way the viewer’s mind, were
she acquainted with the owners of those faces and wisps of hair, would
move from memory to memory. An impression of ebony and gilt fram-
ing is likewise provided by the carved doorway that gives access off the
wood-paneled Long Gallery. Von Einsiedel’s photograph of the Green
Closet catches this quality of frames-within-a-frame—a quality not un-
like the architectural frontispieces that provide access to sixteenth- and
seventeenth-century books and the curtained openings within which
“discovery” scenes were staged in London’s theaters. To pass through
the double doors is to enter a variegated green shade. All the senses of
“shade” adumbrated in “The Garden” are called into play here: shelter
from the sun, social seclusion, a visual field of apparitions and shadows,
modulated illumination, representations (in the paintings) of modulated
illumination, plus several different values and saturations of light at 500—
510 nanometers.
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Color in the Green Closet is no less a function of time. Light from
the north-facing windows (it was likely Murray who sealed up a second,
east-facing window in his 1637-1639 refurbishment) bathes the space in
the sort of even light that Vitruvius had recommended for viewing art-
work.* “Two window Curtaines of White damusk fring’d,” mentioned in
the 1679 inventory,*® were likely designed to produce the steady and in-
variable light that Wotton, taking his cue from Vitruvius, reccommended
for displaying works of art. Von Einsiedel’s photograph (taken on Sep-
tember 21, 2007, the autumn equinox, at 10:30 a.m. GMT) reveals, how-
ever, how the spring-to-autumn sun at a latitude of 51.46°N wreaks havoc
with Vitruvius’s Mediterranean prescriptions, as sunbeams reflect off the
gilding, shimmer on the polished wood, trick out the leaf patterns in the
damask, and highlight now this painting and now that one in the course
of the sun’s diurnal movement around three of the room’s four walls. To
perceive the pictures, a body has to leave behind the frame of the door-
way and move into, through, and about the room. Ninety seconds would
be sufficient for a quick walk round; minutes or even hours would be re-
quired to stop and view each painting in the way Marvell's speaker stops
to consider features of the garden landscape in the precisely numbered
stanzas of the first printing of “The Garden.” In The Elements of Architec-
ture, Wotton describes galleries as spaces “appointed for gentle Motion”
(sig. Aqv); the Green Closet, a recess off the Long Gallery, would figure
then as a place of repose.

Compared to space and time, it is the ambulatory human body in the
Green Closet that remains the most elusive factor in this particular expe-
rience of green, and not just because a barrier prevents visitors to Ham
House today from going more than a few feet beyond the door. Originally
this room was not just a green cabinet; it was William Murray’s cabinet. As
a place of repose and contemplation amid objects that Murray had cho-
sen, the Green Closet figures as an English equivalent of an Italian studi-
olo, camerino, stanzino, scrittorio, or grotta like Federico da Montefeltro’s
studiolo in Urbino or Isabella d’Este’s in Mantua. With origins in both me-
dieval monastic cells and in ancient painted chambers being excavated in
Renaissance Rome, such spaces figured, according to Stephen J. Camp-
bell, as sites for playing out conflicted impulses in Renaissance culture: on
the one hand the impulse to collect rare objects and display one’s wealth
to the world, and on the other the impulse to retreat from the world’s
cares and devote oneself to reading, meditation, and cultivation of the
humanist self.*' To Campbell’s view, the studiolo and its objects might
function as synecdoche, allowing their creators to show to select visitors
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(one thinks here of the Earl of Dorset taking Edward Herbert into his gal-
lery) visible signs of a self that might be hidden from the world at large.
Stories on the walls and the books that might be read amid those painted
images made a room like the Green Closet, in Campbell’s words, “an in-
strument for thinking” (46). The green couch, the green chair, the two
green-cushioned stools included in the 1655 inventory of the Green
Closet suggest that looking and reading might be accompanied by a
third activity: intimate conversation. The thoughts fostered by the im-
ages and books in a studiolo (and by the conversations those images and
books might inspire) were specifically felt thoughts: “even as the emo-
tions continue [in the fifteenth and sixteenth centuries] to be regarded
as something to be held at bay, as potentially inimical to the self,” Camp-
bell observes, “it is also apparent that they increasingly claim a place for
themselves, that it is they—the emotions—that present what is most dis-
tinctive about individual selves” (46). Ultimately it is a self—an imagin-
ing, thinking, impassioned self—that Marvell’s green garden and Mur-
ray’s Green Closet adumbrate.

Thinking Outside the Black Box

If, as Stephen Melville suggests, color is an unthinkable scandal, why try
to think it?» Why try to speak about it? “Color has not yet been named,”
Derrida observes in The Truth in Painting.*> What truth, then, can there be
in color? Why isolate the status of color in 1650—indeed, the status of one
color in particular—and turn it into an object of study when there are so
many more compelling objects of study in view, objects like the political
revolutions of 1642 and 1660, the consolidation of capitalism, the institu-
tionalization of science, the expansion of empire, the reification of “race”
as away of classifying people, shifts in the ways sexuality was aligned with
gender? There are two compelling reasons.

The first is registered by Derrida in his observation that “color has not
yet been named.” Color forces us to consider the limits of language and
the extent to which we can say that all meanings are textual meanings.
“Il n’y a pas de hors-texte” —except, perhaps, for color.*® Wittgenstein is
famous for emptying out the content of color names. In notebooks that
he kept while resident at Oxford in 1950, Wittgenstein occupied himself,
among other things, with color and with Shakespeare. How is it, Witt-
genstein wonders, that people learn the meaning of color names?** In
everyday life, after all, we are surrounded by “impure colours,” and yet
we have formed a concept of “pure colours” (3.59) and given them pre-



The Seventeenth-Century Crisis of Consciousness 23

cise names. Green is Wittgenstein’s favorite example. Some people con-
sider green to be a primary color, located between yellow and blue (3.26),
whereas Wittgenstein himself sees blue and yellow as “opposites” (3.26),
so that “green is one special way-station on the coloured path from blue
to yellow” (3.40). But perhaps that seems so only because schematic color
wheels tell him blue and yellow are opposites (3.26). In a later notebook
Wittgenstein presses such questions to their logical limits:

What is there in favor of saying that green is a primary colour, not a blend
of blue and yellow? Would it be right to say: “You can only know it directly
by looking at the colours”? But how do I know that I mean the same by the
words “primary colours” as some other person who is also inclined to call
green a primary colour? No,—here language-games decide. (1.6)

Green-as-seen and green-as-named remain two separate entities, the first
a matter of “sensations,” the latter “a premature simplification of logic”
(3.71-75).%

Wittgenstein approaches Shakespeare with a similar skepticism about
categories. Shakespeare in Wittgenstein’s view is a “phenomenon” who
resists being placed according to criticism’s usual reference points: “one
can only place him by placing him wrongly.”*¢ In one particularly rich
passage Wittgenstein brings together color, the major and minor musical
scales, and Shakespeare’s characters. To think of a dramatic character as a
fixed entity, to say that a particular character belongs to the minor mode
or the major, is to make the same mistake as assuming that individual col-
ors have a fixed character independent of their context: “The fact that
green has such and such an effect as the colour of a table cloth, red an-
other, licenses no conclusion about their effect in a picture” (84¢). Whatis
needed in all three cases—color, music, and Shakespeare—is an approach
that acknowledges the difference between sensations and the premature
simplifications of words. “In philosophy,” Wittgenstein concludes, “it is
not enough to learn in every case what is to be said about a subject, but
also how one must speak about it. We are always having to begin by learn-
ing the method of tackling it.”*

The cultural implications of the disjunction between color-sensing
and color-naming are vast. Wittgenstein delights in postulating a society
in which everyone is red-green or blue-yellow color-blind (1.77) or be-
longs to a totally color-blind tribe (3.128) who ridicule “normal-sighted”
people on the stage (3.285). No less interesting to him would be a cul-
ture in which people have a different “geometry of colour” than we do
(1.66, 3.86, 3.154) and can think about colors only in terms of the shapes
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in which they naturally occur (3.130), or a culture that knows colors that
western cultures don’t know (3.42) or a culture that doesn’t recognize
orange (1.78) or brown (3.123). Clearly, when we try to talk about color,
something is “left over.” Color presents an extreme instance of Derrida’s
“supplement.”* There seem to be three ways of confronting the resulting
aporia. Do we sense more than we can say? Do we sense only what we say?
Or do we somehow do both, say what we sense and sense what we say?

Such language games point us to the second reason for studying color.
Color makes it impossible to separate subject from object. Is color a prop-
erty of the object? (Aristotle thought so.) A quality in the subject’s per-
ception? (Kepler, Descartes, and Newton demonstrated as much.) Or a
function of both? (That seems to be the case in Marvell’s garden.) Derek
Jarman, in the first of the three epigraphs to this book, imagines green
as a primal experience: “Were Adam’s eyes the green of paradise? Did
they open on the vivid green of the Garden of Eden? God’s green mantle.
Was green the first colour of perception?”*’ Before Adam starts naming
things, green is there, in the vegetation, in his eyes. The expulsion from
Paradise becomes, in Jarman’s view, the banishment of Adam and Eve to
a comparatively colorless world:

Remember them as you buy a dozen Granny Smiths. There were few co-
lours in the wilderness. At that time God hadn’t even set a rainbow beg-
ging for forgiveness. If he had, Adam would have returned it to the sender,
for he missed the colours of Eden . . . violet and mallow (mauve), butter-
cup, lavender and lime. (63; ellipsis original)

Attempts to restore the garden, beginning with the labors of Cain
and Abel, give us “green fingers” (North Americans would say “a green
thumb”) but not the perception, the “seizing-through,” that was possible
with Adam’s green eyes (64).

Nietzsche, in the second epigraph to this book, sees green in star-
tlingly different terms. Far from conjoining humankind with the natu-
ral world, green (along with blue) dehumanizes the natural world. Pliny,
in his Natural History, claims that the famous Greek painter Apelles used
only four colors: black, white, red, and yellow.*® Nietzsche, noting the ab-
sence of green in Apelles’ palette, infers that the Greeks saw the natural
world in terms that dissolved the boundary between subject and object.
Instead of blue they saw deep brown, a variant of Apelles’ black: “they
used the same word . . . to describe the colour of dark hair, that of the
cornflower, and that of the southern sea.”™ With respect to green and yel-
low, they used “the same word for the colour of the greenest plants and
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that of the human skin, honey, and yellow resins.” It was this “deficiency”
[Mangel]—Nietzsche’s word and Nietzsche’s emphasis, not mine—that
gave the Greeks “the playful facility” to see gods and demigods in the nat-
ural world, to project human forms onto natural objects (182—83, 1:266).
Such phrases as “the wine-dark sea” would seem, from evidence of the
World Color Survey, to indicate that the ancient Greeks, like the Anglo-
Saxons, were more sensitive to value than to hue—red wine and the deep
sea are both dark*>—but Nietzsche goes on to set up amodel of color per-
ception in which human subjects and natural objects exist in a dynamic,
evolving state:

Every thinker paints his world in fewer colours than are actually there, and
is blind to certain individual colours. This is not merely a deficiency. By
virtue of this approximation and simplification he introduces harmonies
of colours into the things themselves [in die Dinge binein], and these harmo-
nies possess great charm, and can constitute an enrichment of nature (183,
1:266; original emphasis).

In acknowledging the power of human imagination to transform “the
things themselves” Nietzsche in effect rejects Kant’s distinction between
noumenon and phenomenon.

The result is not just knowledge of an “object perceived” but pleasure
[Genuss) in that object and in the act of perception itself. “Perhaps it was
only in this way that mankind first learned to take pleasure in the sight of
existence,” Nietzsche speculates. “[E]xistence, that is to say, was in the
first instance presented to them in one or two colours, and thus presented
harmoniously: mankind then as it were practised on these few shades be-
fore being able to go over to several” (183, 1:266, original emphasis). The
process that Nietzsche describes here is in fact borne out by the World
Color Survey. The most basic distinctions in the world’s languages, as we
have noted, seem to be among black, white, and red. All other discrimi-
nations follow from these. Color vision, according to J. D. Mollon and
other biologists and psychologists, probably evolved in human beings in
just this way: first the ability to distinguish bright from dark, then a sen-
sitivity to light rays at 5s10—570 nanometers (the green-to-yellow range),
then a sensitivity to rays at 650—700 (the red-to-violet range), and much
later, a sensitivity to rays at 400—450 (the blue range).* In the conclusion
to his disquisition on color, Nietzsche challenges us to recapitulate, in
ourselves, this evolutionary process: “And even today many an individual
works himself out of a partial colourblindness into a richer seeing and
distinguishing: in which process, however, he not only discovers new en-
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joyments [neue Geniisse] but is also obliged to give up and relinquish some of
his earlier ones” (183, original emphasis). Among those enjoyments-to-be-
relinquished is the comfort of holding back at the black-framed door and
taking stock of the black-framed objects in the distance—but refusing to
enter the green shade that beckons within.

Discourses of Color

When two Danish anthropologists showed up on Bellona Island in Poly-
nesia in 1971 and pulled out the plastic color chips used in the World
Color Survey, one of the native informants volunteered, “We don’t talk
much about colour here.”>* That has not been the case in the West. Think-
ers since Plato and Aristotle have had plenty to say about color. Drawing
on the work of John Gage in Color and Culture and Color and Meaning, Da-
vid C. Lindberg in Theories of Vision from Al-Kindi to Kepler, Nicholas Pas-
tore in 4 Selective History of Theories of Visual Perception 1650—1950, and the
writers who contributed to Alex Byrne and David R. Hilbert’s Readings on
Color,> I believe that seven discourses of color can be distinguished, seven
different ways of turning color into words:

metaphysics
physics
chemistry
botany
physiology

geometry
psychology

In practice, the seven discourses end up overlapping, but the starting
place in each case is different. Although each of the discourses finds its
origins in Greek and Roman thought, the seven kinds trace out a rough
chronology that begins with Plato and ends with Newton’s successors in
the twentieth and twenty-first centuries.

A rainbow effect seems to be in Plato’s mind when he describes in Ti-
maeus the mixing of fire from the eyes with fire from objects: “The pen-
etrating motion itself consists of fire, and as it encounters fire from the
opposite direction, then, as the one fire leaps out from the eyes like alight-
ning flash and the other enters them but is quenched by the surround-
ing moisture, the resulting turmoil gives rise to colors of every hue.”*¢ All
those hues seem to be present in a visual effect that Plato calls “bright-
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and-brilliant” (Aauov te Kai otiABov).”” Plato’s metaphysics of light and
fire seems less disconnected from quotidian experience when we consider
that value, brightness versus darkness, seems to be the starting place for
color discrimination in the 110 languages included in the World Color
Survey as well as in writings by the ancient Greeks and the Anglo-Saxons.
Plato’s metaphysical take on color has demonstrated remarkable staying
power. It is reconciled with Aristotle’s materialism in Plotinus, is dilated
in Ficino, inspires Kepler’s appreciation for the non-corporeal subtlety
and speed of light, and ultimately informs Descartes’ insistence that true
objects of knowledge should be clear and distinct.*®

Like Plato, Aristotle recognizes light as the medium that carries color
to the human eye, but he explains color in terms of physics, as a func-
tion of the materiality of objects and the no less present materiality of air.
“Transparency” (dtagpdveia) is Aristotle’s term for the light-transmitting
materiality that objects and air share in varying degrees of density.* The
chemistry of color, a concern with pigments and with mixing, is no less
materialist. Pliny the Elder identifies the four-color palette of Apelles and
his contemporaries with four specific substances, three of them associ-
ated with specific geographical places. Philemon Holland’s 1634 transla-
tion enhances the grittiness of Pliny’s Latin text: “Of all whites they had
the white Tripoli of Melos; for yellow ochres they took that of Athens:
for reds, they sought no further than to the red ochre or Sinopie ruddle
in Pontus: & their black was no other than ordinarie vitriol or shoemak-
ers black.”®® One consideration that recommended Apelles’ four-hue pal-
ette to systematizers in the Middle Ages and Renaissance was its accord
with the four elements of earth (black), water (white), air (yellow), and
fire (red) and the four bodily humors of black bile, white phlegm, yellow
bile, and blood.®! It was the physics of color, the association of certain
colors with the four elements and their inherent properties of dry or wet,
cold or hot, that informed the botany of color. Thomas Browne, in his
chapter “Of the Blacknesse of Negroes” in Pseudodoxia Epidemica (1646),
might pronounce it “no easie probleme to resolve, Why grasse is green?”
but the treatise On Plants attributed to Aristotle observes that “Greenness
must be the most common characteristic of plant life” (827.b.18—19) and
finds the reason in “concoction,” the slight heat generated by the plants’
taking of nourishment out of earth and water. Green is “the intermediate
color between that of earth and water,” as can be witnessed in tree leaves,
which grow out of the plant’s white pith and break through its blackish
bark.®? Various values and saturations of green in leaves and stems, not to
mention various hues in flowers and fruits, serve practical botanists like



28 CHAPTER ONE

Rembert Dodoens, John Gerard, William Lawson, and Hugh Plat as ma-
jor markers of difference between one plant and another.%

In Galen’s physiology, changing proportions among the human
body’s four basic fluids—black bile, white phlegm, yellow bile, and red
blood—produce distinctive “complexions” that can be discerned as skin
tones. Blood in particular can produce almost instantaneous changes in
the form of blushes and pallor. Zirka Z. Filipczak has pointed out how
sensitive sixteenth-century painters were to the color effects of humors
on the skin.** To Pliny’s eye, the internal source of these changes is one
of the things that distinguishes humankind from animals: “For in other
creatures, which (as we haue said) do alter their hue, it is an outward co-
lour that they take from the reflection of certain places neer vato them,
man alone hath this change from within himselfe.”®® This rudimentary
physiology of color took a radical turn in seventeenth-century anatomies
of the eye and continues today in the brain-mapping of neuroscience.
Euclid’s interest in the paths traveled by light rays (he believed that the
source of those rays was in the eye, not in objects out in the world) inau-
gurated a geometrical discourse of color that was continued by Kepler,
Descartes, and Newton.

It was a fusion of physics, geometry, and physiology in the work of
these three seventeenth-century thinkers that produced the dominant
discourse about color that still obtains today. Color is not color without
a human perceiver. Unresolved is the question of what, or perhaps who,
is doing the perceiving.* “My Soul into the boughs does glide” (stanza 7):
Marvell's name for the part of himself that inhabits the green shade is the
English equivalent (from Old English sawol, origin uncertain) for what
the speakers of Latin called anima and the Greeks called yoyn, or psycbe.
(The root meaning of the Latin and the Greek words is “breath.”) Aristo-
tle may have begun a systematic investigation of the elusive perceiving
entity that goes by these names, but it was in the late sixteenth century
that the enterprise finally acquired a name: psychologia.” To these seven
long-established discourses of color—metaphysics, physics, chemistry,
botany, physiology, geometry, and psychology—I propose the addition
of an eighth:

historical phenomenology
This approach incorporates the other seven discourses but qualifies their

claims of universal truth by attending to historical and cultural differ-
ences. An explosion of fire tempered by tears, the flight of the bird-soul
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into a bough, the color of Adam’s eyes, the dehumanization of the natu-
ral world: for the perceiver light at 500—510 nanometers is not the same
in all times and all places.

In the history of color—or more precisely in the history of Western
ideas about color—the seventeenth century represents a decisive turn-
ing point. Thomas Kuhn’s notion of “paradigm-shift” is not inappropri-
ate here, since what changed was not just ideas about color but the whole
frame of reference for thinking about color and investigating its proper-
ties.%® In John Gage’s summation, “The seventeenth century saw the most
thoroughgoing and far-reaching changes in the European understand-
ing of color as a physical phenomenon.”® At the beginning of the sev-
enteenth century, most thinkers still described color in essentially Aris-
totelian terms, as the effect of differing material transparencies ranged
between black and white. Substances were thought to present “true” col-
ors; the rainbow, only “apparent” colors. By the end of the century, as a
result of Newton’s experiments, colors—all colors—were understood to
be an effect of light. Black and white, since they did not involve the re-
fraction of light rays, were no longer regarded as colors. Furthermore,
color could have no existence outside the human eye: color results only
when refracted light rays converge on the retina. Fundamentally, noth-
ing in this physical-geometrical-physiological-psychological model of
color perception has changed across the past three hundred years. The
perceiver doesn’t seize through; he or she is seized on. In 1650, twenty-
two years before Newton first began to report his findings, the situation
was altogether less certain.

On the Rack in 1650

The paradigm shift in conceptions of color during the seventeenth cen-
tury is symptomatic of alarger shift in thought about thought. According
to the model of the mind that Marvell and his contemporaries inherited
from Aristotle, Galen, Avicenna, Averroés, St. Augustine, and Aristotle’s
scholastic disciples, all knowledge begins with sense experience. In Aristo-
tle’s own words, “no one can learn or understand anything in the absence
of sense, and when the mind is actively aware of anything it is necessar-
ily aware of it along with an image, for images are like sensuous contents
except in that they contain no matter.”’® The route from the senses to the
intellect was not, however, the direct electrical connection between sense
organs and brain mapped by modern physiology—the electrical work-
ings of the nerves were not demonstrated until the late eighteenth cen-
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tury and were not widely accepted until the nineteenth. Rather, a circuit
through the heart via the vaporous fluid spiritus was imagined to act as
the body’s internal communication system.” As a result, sensation was a
whole-body experience.

A green thought would have involved not just the stimulation of the
retina by waves of light at s00—510 nanometers and the brain’s match-
ing up this sensation with the concept “green” but also (1) the fusing of
the sensation with reports from the other senses by the faculty known as
common sense, (2) the referral of this enhanced sensation to the combina-
tory powers of the faculty known as imagination or fantasy, (3) the trans-
mission of the resulting kinesthetic sensation to the heart, and (4) the ex-
citation there of the body’s four humors according to whether the heart
dilated in desire or contracted in avoidance. The perceiver experienced
this rush of humors throughout the body as passion of one sort or an-
other. Only then did ratiocination come into play. So strong was the effect
that reason or judgment could be, quite literally, overwhelmed. In The
Passions of the Mind in General (1601, 1604, 1621, 1630), Thomas Wright ac-
cepts the epistemological necessity of imagination and the passions even
as he counsels the reader how to moderate them. Wright describes how
imagination, in a state of passionate desire, “putteth greene spectacles be-
fore the eyes of our wit, to make it see nothing but greene, that s, seruing
for the consideration of the Passion.””> In another place he compares the
working of the passions to the raging of the sea. Without the passions, the
soulis a calm sea; stirred by the passions, itis a “raging gulfe, swelling with
waues, surging by tempests, minacing the stony rockes, and endeauoring
to ouerthrow Mountaines” (sig. E6).

Within Marvell’s lifetime (1621-1678), more than thirty books with
“passions” in the title were published in England.” Three books pub-
lished in a single year, 1650, indicate how conflicted these accounts of
passion and imagination could be. Competing for a buyer’s attention on
the booksellers’ racks in 1650—the very year Marvell took up residence
at Nun Appleton House—were the first English-language installment of
Marin Cureau de La Chambre’s multivolume anatomy of The Characters
of the Passions (La Chambre was court physician to Louis XIII), René Des-
cartes’ The Passions of the Soule (the French text had been published just
the year before), and Thomas Hobbes’s Humane nature: or, The fundamen-
tal elements of policie. Being a discoverie of the faculties, acts, and passions of
the soul of man (this volume was the second in a three-part study of body,
man, and state that Hobbes had been working on for ten years). Passion
and imagination figure in these three books in radically different ways.
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According to La Chambre, some of the spirits that course through the
nerves can, like Marvell’s bird-soul, actually leave the perceiver’s body:
these spirits “are fluid bodies, they disperse and steal away with the least
agitation, they penetrate everywhere, and no resistance can stop them;
and although as they are Organs of the Soul, they love to be always with
her; yet as they are subtil and loose bodyes, which have a great affinity
with the air, their first inclination is to deliver themselves from the prison
wherein they are, and to leave the mixture of those gross and impure
things, to unite themselves to their like.”’* The contrast with the model
of the mind set in place by Descartes’ The Passions of the Soule could hardly
be sharper. Where La Chambre imagines a perceiver so passionately en-
gaged with the world around him that spirits leave his body, Descartes
insists on a perceiver who keeps an objective distance between himself
and the objects he observes.

Descartes’ reputation as the chief engineer of radical rationalism has
been persuasively challenged by Lilli Alanen. Descartes does, after all,
recognize passions as “thoughts” (pensées).”> Nonetheless, it is only about
250 words into the English translation of The Passions Of the Soule that Des-
cartes gets to the fundamental proposition that “soul” consists in what
is left over when everything attributable to “body” has been subtracted.
To distinguish soul from body “will not be found a very hard task, if it
be taken notice of, that what we experimentally find to be in us, and
which we see are in bodies totally inanimate, ought not to be attributed
to ought else but the body; and contrarily, that all which is within us, and
which we conceive cannot in any wayes appertain to a body must be im-
puted to our soul.”’¢ Hence, Descartes draws a firm distinction between
two sorts of “apprehensions” (in French, perceptions): those caused by the
body and those caused by the soul (sig. B11v). Although he takes account
of apprehensions caused by the body, Descartes regards only apprehen-
sions caused by the soul as grounds for secure knowledge. Primarily this
is because apprehensions caused by the soul are active, the result of acts
of volition, whereas apprehensions caused by the body are passive, the re-
sult of “some peculiar motion of the spirits” (mouvement particulier des
ésprits) almost always coupled with “some emotion made in the heart”
(de quelque émotion qui se fait dans le coeur) (sig. C10, 3:989).”” It should
come as no surprise that Descartes’ interest in green is limited to his Optics
and Meteorology (both 1637), where color figures as a problem in geome-
try. Mathematics, as Descartes insists, offers the most exact language for
dealing with the physical world.

In Humane Nature, Hobbes tells the story of a man, supposedly blind
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since birth, who claimed to have been cured at the shrine of St. Albans.
The Duke of Gloucester, who happened to be in the city at the time, “to
be satisfied of the truth of the Miracle, asked the man What Colour is
this? who, by answering, It was Green, discovered himself, and was pun-
ished for a Counterfeit.””® On several counts this story shapes up as an ex-
emplary fable. Hobbes uses it, in the immediate context, to distinguish
two kinds of knowledge, sense and science. “Both of these sorts are but
Experience; the former being the experience of the effects of things that
work upon us from without, and [the latter] the experience men have
from the proper use of names in Language” (sig. D6; original emphasis).
The counterfeit blind man could claim to have sense experience of green,
but not “knowledge of the ¢ruth of Propositions, and how things are called”
(sig. D6; original emphasis). Hobbes’s understanding of sense experience
is radically reductive. We attribute color and shape to objects outside us,
Hobbes observes, whereas in reality color and shape are “but an Appari-
tion unto us of the Motion, agitation or alteration which the Object wor-
keth in the Brain, or spirits, or some internal substance of the head” (sig.
Bs; original emphasis). Fantasy or imagination is nothing more, there-
fore, than “conception remaining, and by little and little decaying from and af-
ter the act of Sense” (sig. Bio; original emphasis). Cognition, for Hobbes, is
imagination—but imagination understood in an altogether literal way,
as the recording of images in tissues of the brain. As for science, Hobbes
recognizes the arbitrariness of names—there is no inherent reason why
green should be “green” or red should be “red” (sigs. C7—Cy7v)—even as
he affirms that scientific knowledge arises from the proper use of names
in language, that is to say, from propositions, or “two appellations joyned
together by ... 7s” (sig. D2v).

The operation of the passions in Hobbes’s scheme is no less matter-of-
fact than the operation of imagination. Motions from an outside object
that reach the brain are registered as conceptions; motions that reach the
heart are registered as passions, but only as passions of two basic sorts.
Those that help “the motion which is called Vital” are felt as delight, con-
tentment, or pleasure; those that hinder, as pain, hatred, or tedium (sigs.
D11—-D12). When he goes on to give these two sorts of passions a political
application—pleasure can result from one’s imagined power over another
person, hatred from one’s imagined subjection (sigs. E8—E14) —Hobbes
confirms that passions function in a biological way, as life-preserving
mechanisms, something close to instincts. The subtitle to Humane Nature
declares that Hobbes’s investigation of the faculties, acts, and passions
of the soul is being conducted “according to such Philosophical Princi-
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ples as are not commonly known or affected.” Those principles, it turns
out, are a thorough-going materialism conjoined with a thorough-going
rationalism.

The paradigm shift that was underway in the mid-seventeenth cen-
tury can be appreciated by comparing how La Chambre, Descartes, and
Hobbes each sorts out knowledge into two basic kinds. These binary
divisions amount to three competing projects in structuralism avant la
lettre—and invite three acts of deconstruction on our part. La Chambre,
acting on advice from Plato, imagines knowledge as a form of light. An
image of an external object formed in the imagination operates like a lu-
minous body: “it multiplies in all the parts of the Soul, it enlights them
and excites after them those [parts of the soul] which are capable to be
moved” (sig. D8v). The luminous result figures as “the middle, or hori-
zon of spiritual and corporal things” (sig. E1). Greater or lesser degrees
oflight create two kinds of knowledge: either “clear and distinct” or “ob-
scure and confused” (sig. E1). The former sort La Chambre assigns, not
just to the understanding, but to the senses, the imagination, and the un-
derstanding working together; the latter he assigns to the appetite and
“all the other powers, which have a natural knowledge of their objects,
and of what they are to do” (sig. E1).

Where La Chambre imagines a horizon of greater or lesser light be-
tween soul and body Descartes insists, as we have seen, on a clear separa-
tion. For Descartes, there are two kinds of apprehensions, those caused
by the soul and those caused by the body. “Clear and distinct” knowledge
results only from volitions of the thinking soul. Hobbes’s fundamental
distinction follows from his anecdote about the blind posexr who claims
to see green. “By this we may understand,” he says, “there be two kindes of
Knowledge, whereof the oz¢ is nothing else but Sense, or Knowledge origi-
nal . .. ;the other is called Science, or knowledge of the truth of Propositions,

”»

and how things are called; and is derived from Understanding” (sigs. D6v—
Dy; original emphasis). Sense or science: Hobbes has dismissed imagina-
tion entirely and has reduced the passions, La Chambre’s grand subject,
to the lowly status of appetites or instincts.

And now for the three acts of deconstruction. La Chambre’s casual
reference to “natural knowledge” calls into question just how different
base “appetite” is from the grand passions to which La Chambre’s de-
votes two hefty tomes. Descartes, for his part, draws a distinction be-
tween body knowledge and soul knowledge that turns out to depend,
literally, on the pineal gland. Better La Chambre’s twilight “horizon” than
Descartes’ “very small kernel” (une petite glande) suspended in the in-
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nermost brain in such a way that the least motions of the animal spirits
cause it to move (sig. C4v, 3:977). With respect to Hobbes’s distinction
between “sense” and “science,” one always has to suspect separations that
alliterate. In sum: where La Chambre, Descartes, and Hobbes see struc-
tures, a postmodern critic is apt to see contradictions and anxieties. In the
suggestive terms provided by Alan Sinfield, the relationship of sense ex-
perience to reason constitutes a major “fault line” in the seemingly solid
edifice of seventeenth-century culture.”” Mind, soul, passion, reason: the
availability of diverse ideas about these matters on booksellers’ racks in
1650 helps to explain the fascination—and the elusiveness—of Marvell’s
green thought. At the moment Marvell was writing, an older model of
subjective knowledge, known through the body, was being challenged
by a newer model of objective knowledge, known through the exercise
of reason. In that state of indecisiveness about the psychology of percep-
tion Marvell’s “The Garden” figures as a symptomatic text and green as
an exemplary test case.

It should come as no surprise that it was in the seventeenth century
that consciousness, that indispensable word in the story we tell about our-
selves, was coined and put into circulation. Before consciousness there
was conscience, literally “with knowledge.” With what? With whom? The
modern meaning of conscience as “moral sense” (OED, “conscience” II)
insinuates the presence of other people, one’s cultural peers, so that con-
science becomes knowledge with others. However, before conscientia
made it into Middle English as conscience, there was inwit, (OED, “con-
science” etymology), in particular, the faculty of common sense that fuses
sensations and distributes them through the body via spiritus. The core of
conscience is thus inward knowledge, what one knows with(in) oneself
(OED, “conscience” I). Edward Herbert invokes both senses, the moral
and the sensate, in his treatise De Veritate (On Truth; 1645)—but he begins
with sensus, with sense experience:

Conscience is the common sense of the inner senses [Conscientia est sen-
sus communis sensum internorum). It springs from the faculty which is con-
scious [ facultate illa quae conscit oriunda (sig. N4v)], through which we
examine not only what is good and evil, but also their different degrees,
according to their value or reverse, by means of the high authority of the
Common Notions, with the aim of reaching a decision concerning what
we ought to do.%

“Common notions” is Herbert’s term for “Whatever is believed by uni-
versal consent” (116), a body of beliefs that Herbert regards, not as cul-



The Seventeenth-Century Crisis of Consciousness 35

tural constructions, but as “natural instinct” (117). Inwit — conscientia —
conscience — consciousness: the addition of -ness in this progression turns
a cognitive process into a personal state of being. With consciousness,
a perceiver both knows and knows that she knows.?! Philip Massinger’s
character Camiola catches this self-reflexive quality in the earliest use of
consciousness cited in the Oxford English Dictionary. In The Maid of Honour,
a tragicomedy probably acted at the Red Bull Theatre in the 1620s, Cami-
ola refuses to act on her admiration for her suitor and social superior Ber-
toldo. Why? he asks her. “The Consciousnesse of mine owne wants,” she
replies.® If there is still perhaps a moral edge to Massinger’s usage, by the
end of the century the term has come to mean, in Locke’s definition, “the
perception of what passes in a Man’s own mind.”® “What passes” there,
even for Locke, is more than rational propositions. Later in the treatise,
Locke distinguishes three distinct sorts of knowledge: intuitive, demon-
strative, and sensitive. Consciousness belongs to the third sort. We know
fire not just because we see it or have it pointed out to us but because it
will cause pain if touched. Sensitive knowledge recognizes “particular ex-
ternal Objects, by that perception and consciousness we have of the actual
entrance of Ideas from them” (sig. MM2v; original emphasis). The “with”
in consciousness conjoins the “I’-who-thinks with the “I”-who-feels.

Passion’s Slawve Salvé

What does it mean for Marvell’s speaking “I” to say that his “Soul” leaves
his body? What connects the observing “I” with this entity called “Soul”?
Stanza six of “The Garden” would seem to establish that fixed reference
point in “Mind.” It is the mind that withdraws into its happiness: “The
Mind, that Ocean where each kind /Does streight its own resemblance
find.” It is the mind that observes the soul in flight. The mind doesn’t ap-
prehend the soul as a philosophical idea; it senses the soul as a visible,
tactile, audible image, as a bird that glides, sits, sings, whets, combs, and
waves its wings in the ambient light. Implicitly at least, what connects
mind to soul is imagination, the mind’s capacity to take remembered sen-
sations and use them to represent objects that are not physically present:
“Yet it creates, transcending these, / Far other Worlds, and other Seas”
(stanza 6). “Soul” is one of those physically absent though experientially
present objects created by “Mind.”

Marvell’s image of the mind as an ocean invites multiple interpre-
tations. A Platonic reading would stress the principle of sameness that
aligns objects in the world with the ideas of those objects already im-
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planted in the mind. Earlier in “The Garden,” the speaker says he will
carve on trees, not the names of lovers, but the trees’ own names. Ni-
gel Smith finds an allusion here to the mystical “doctrine of signatures,”
whereby “God put into each piece of creation a distinct sign, which was
the true name of that object” and into Adam’s mind “a mental impression
of each signature so that we would be able to name and hence know ev-
ery object in creation.”® Most modern editors cite another alternative in
the form of vulgar error number 3.24 in Sir Thomas Browne’s Psexdodoxia
Epidemica, the notion “That all Animals of the Land, are in their kinde in
the Sea” (sig. Y1). Such glosses enhance readings that find in “The Gar-
den” a transcendence of “the rational contemplative” (Frank Kermode
and Keith Walker’s phrase) over the “pleasure[s] less” of the first line in
the sixth stanza.®® A third interpretation of “ocean,” however, provides
a smoother segue to the lines that follow: “Yet it creates, transcending
these, / Far other Worlds, and other Seas.” Thomas Wright is not the only
Renaissance writer to seize on the image of ocean waves for describing
the wash of passion through the body’s sinews. Othello, his blood put to
boil by Iago’s insinuations, compares his own state of mind “to the Pon-
ticke Sea,/ Whose icie Current, and compulsiue course/Neu'r keepes
retyring ebbe” (F 1623, 3.4.456—57). Iago’s warning, uttered a few min-
utes earlier, is still ringing in the audience’s ears: “Oh, beware, my Lord,
of iealousie, /It is the greene-ey’d Monster, which doth mocke /The me-
ate it feeds on” (3.3.169—71). What turns green in Othello’s case is not his
eyes but the shade he sees with his eyes. Jealousy is a “monster” because it
serves monstrare, to show, to demonstrate (OED, “monster” etymology).
The words “mock” and “meat” gesture toward the story, familiar from
Pliny the Elder, about the four classical Greek painters who competed for
mastery. “Zeuxis for proofe of his cunning, brought vpon the scaffold a ta-
ble, wherein were clusters of grapes so liuely painted, that the very birds
of the aire flew flocking thither for to bee pecking at the grapes.”® The
green-eyed showman both feeds the eye and starves the eye.

To perceive the world through green spectacles is to perceive the
world with passion—passion that is not limited to jealousy. Searching
out precedents for “a green Thought in a green Shade,” many of Mar-
vell’s editors have cited a passage from an anonymous late-sixteenth-
century play, The Raigne of K. Edward the Third, in which a green thought is
an amorous thought. When King Edward chances to encounter the Count-
ess of Salisbury in the course of his Scottish wars, he conceives a passion
for her that all his lords cannot mistake. “I might perceive his eye in her
eye lost,” Lodovick tells another courtier, “His eare to drinke her sweet
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tongues vtterance.”® When the king asks Lodovick to write a letter to
the countess on his behalf, he suggests they retreat to a “sommer arber”:
“Since greene our thoughts, greene be the conuenticle” (2.1.61, 63). Simi-
larly, the speaker in Marvell's “The Mower’s Song” says that Juliana has
planted in his mind “thoughts more green” than the meadows he mows.®
In Middle English, gren was not just a name for an object or a quality; it
was an action you could do. Grenen was a verb: “to green” was “to desire,
long”®—and it remained such in early modern Scots (OED, “green” v2).
James VI of Scotland, I of England favors the verb in several of his poems.
His short treatise on Scots verse includes a poem about a man who can-
not sleep: “That nicht he ceist, and went to bed, bot greind / Zit fast for
day, and thocht the nicht to lang.”* In another poem, James himself con-
fesses, “Scarce was I yet in springtyme of my years,/ When greening great
for fame aboue my pears/Did make me lose my wonted chere and rest”
(19). In none of these passages do Plato’s love-inspiring ideal forms seem
to be anywhere in the neighborhood. How can green as passionate desire
accord with green as the rational contemplative? That, ultimately, is the
subject of this book.

Green spectacles, the green-eyed monster, greening for fame: it is
perhaps fear of green that explains why so many upright people in early
modern England chose to wear black.®* An intense chromophobia is reg-
istered in the terms Phillip Stubbes uses in The Anatomy of Abuses to exco-
riate lords of misrule. The “wilde-heds” of a parish, according to Stubbes,
choose a grand captain for their high jinks, who in turn chooses for his
retinue twenty, forty, sixty, or even a hundred “lustie Guttes like to him
self” and furnishes them “with his liueries, of green, yellow or some other
light wanton colour.”> Stubbes’s antic associations of green and yellow
make the yellow stockings of Malvolio, that “deu’ll a Puritane,” look all
the more outrageous.” In contrast, Stubbes praises black as “a good,
graue, sad, and auncient colour.”** With respect to color, as to so much
else, the Stoic vein in the Roman edifice gratified Christian eyes. Pliny the
Elder, in his Naturalis Historiae, divides colors into two sorts—and helps
us understand Stubbes’s preferences: “All colors,” he says, “be either sad
[austeri] or liuely [ floridi], and those be so either naturally, or by artificall
mixture”.”® Naturally, as a post-republican living in decadent times, Pliny
prefers austeri colors to floridi colors and prefers pigments that are pure to
those that are mixed. He goes on to provide—and to denigrate—a cata-
log of expensive pigments fetched from as far away as India. “Vert d’Azur”
( Holland’s translation for armenium) and “Verd de terre” (chrysocolla) are
among them.*
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For portraying passion, colores austeri are not enough, as Apelles him-
self has to confess in John Lyly’s play Campaspe, acted before Queen Eliz-
abeth by the boys of St. Paul’s School during Twelfth Night festivities
in the early 1580s. Pliny’s story of how Apelles, commissioned by Alex-
ander the Great to paint a portrait of Alexander’s mistress Campaspe,
falls in love with his subject becomes a graceful way for Lyly to flatter the
fifty-year-old queen. Grace is indeed the issue. In the course of a visit to
Apelles’ studio, Alexander tries to show off his knowledgeability by ob-
serving that “four colours are sufficie[n]t to shadow any countenance.”®’
Not so, counters Apelles. In Phidias’s time that may have been true, but
not now. In those days men had “fewer fancies and women not so many
favors” (3.4.101—2; sig. D2). Black eyebrows but yellow hair, one attire for
the head but another for the body: these fashions demand an extended
palette. “For asin garden knottes diuersitie of odours make a more sweete
sauour, or as in musicke diuers stringes cause a more delicate consent, so
in painting, the more colours, the better counterfeit, obseruing blacke
for a ground, and the rest for grace” (3.4.107—11; sig. D2). “Grace” is that
ineffable quality beyond the reach of art—and according to Lyly’s Apelles
it consists in color.*®

In an earlier exchange, Campaspe has identified “color” as an effect
that can be heard as well as seen. When Apelles first tries to insinuate his
passion, Campaspe replies, “I am too young to vnderstande your speache,
thogh old enough to withsta[n]d your deuise: you haue bin so long vsed
to colours, you can do nothing but colour” (3.1.15-17; sig. C2). The col-
ors Campaspe alludes to here are not the pigments on Apelles’ palette
but the “colors” of rhetoric, those verbal appeals to passion that help
an orator sway his listeners. Derrida’s distinction between graphic line
and the wash of color seems useful in understanding how rhetoricians
of antiquity, the Middle Ages, and the Renaissance understood the func-
tions of colores rhetorici. The graphic line is to logical proof what colors
are to passionate persuasion. The court cases recounted in Seneca’s Cozn-
troversiae include example after example of what one modern translator
calls “a method of interpreting the facts that was to the advantage of the
speaker.”®® According to one of Seneca’s authorities, Asinius Pollo, a color
in this sense can be defined as “putting more than was required in the
narration and less than was required in the proofs” (4.3). Like grace in
Apelles’ painting, color in rhetoric is a supplement, something beyond
the graphic line of logical argument. In the works of medieval writers,
Andrew Cowell has argued, the colors of rhetoric are associated with the
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body, an entity that is susceptible to color in the form of cosmetics, dyed
fabric, and the taints and tints of desire.!®°

The green in Marvell’s “The Garden” is “lively,” not “sad.” Raymond
Williams makes a useful distinction between the past-tense, always-
already quality of structures of thought and the present-tense, provisional
quality of structures of feeling: “if the social is the fixed and explicit—the
known relationships, institutions, formations, positions—all that is pres-
ent and moving, all that escapes or seems to escape from the fixed and
the explicit and the known, is grasped and defined as the personal: this,
here, now, alive, active, ‘subjective.”'*! The verbs in stanza seven of “The
Garden”—sliding, casting aside, gliding, sitting, singing, whetting,
combing, waving—suggest that consciousness within Marvell's green
shade is mobile and tactile. It involves touching. In the ocean of his mind,
the speaker experiences green thought as a rush of spirits that leave the
body, as the feel of air on the skin in the act of gliding, as muscles grip-
ping the bough, as singing in the throat, as music in the ears. Postmodern
models of interpretation are ill equipped to address sensations like these.
Deconstruction, new historicism, even Lacanian psychoanalytical theory
are tools for analyzing markings of difference, regimes of power, the tyr-
anny of signifiers in fine, structures of thought. Thus Rei Terada, in Feel-
ing in Theory: Emotion after the “Death of the Subject,” presents emotion as
a function of textuality. S # s: Ferdinand de Saussure’s formula for rep-
resenting the arbitrariness of language, where S = Signifier and s = sig-
nified, becomes for Terada a formula for locating emotion in the gap be-
tween language and the language user. Emotion is said to consist in the #
of Saussure’s formula: “A living system is self-differential; only self-
differential entities— ‘texts’—feel.”°* Where does this get us with green?
Is green a text? Can green do the feeling?

A more promising model has been presented by Eve Kosofsky Sedg-
wick and Adam Frank in Touching Feeling: Affect, Pedagogy, Performativ-
ity. Touch, as Sedgwick and Frank observe, undermines the binary be-
tween active and passive on which poststructuralist protocols depend.
There is a dynamic, tactile basis to “feel.” Its earliest meaning in the Ox-
ford English Dictionary is “to examine or explore by touch” ( “feel” v., I),
from whence the more abstract meaning “to perceive, be conscious” (II)
was derived. Shakespeare puns again and again on “feel” as “perceive”
and as “experience by touch.” “You see how this world goes,” Lear taunts
the blinded Gloucester. “I see it feelingly,” is Gloucester’s reply” (F 1623,
4.5.143—45). The contrast here between seeing and feeling points up the
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quasi-active quasi-passive quality of “feel,” a quality that is registered in
the dictionary’s third meaning (“To be felt as having a specified quality; to
produce a certain impression on the senses [esp. that of touch] or the sen-
sibilities; to seem”) but is implicit in the other two senses as well. Feeling
is an experience that the subject receives from without but knows from
within. What Sedgwick and Frank pursue in Touching Feeling is precisely
what green thought demands: a model of interpretation that can register
shades of difference. Models based on binary difference can never be more
than variations on black and white. “We don’t want to minimize the im-
portance, productiveness, or even what can be the amazing subtlety of
thought that takes this form,” Sedgwick and Frank concede. “But it’s still
like a scanner or copier that can reproduce any work of art in 256,000
shades of gray.”'%3

For reading green, the method I am proposing is historical phenom-
enology. Robert Cockeroft, in Rbetorical Affect in Early Modern Writing,
points out that two orders of feelings are involved in any encounter be-
tween a twenty-first-century reader and a sixteenth- or seventeenth-
century text: feelings attributed to personae in the text and feelings
engaged in readers. Because the two sets of feelings—those in the text
and those in the reader—are culturally conditioned, what a postmod-
ern reader feels about a text may be entirely different from what an early
modern reader felt. But feelings the postmodern reader most certainly
will have.!** Cockcroft demonstrates the truth of that proposition by iso-
lating the emotions—not always acknowledged—that inform the anal-
yses of several post-structuralist critics, including Stephen Greenblatt,
David Norbrook, Germaine Greer, Lisa Jardine, Terry Eagleton, Harold
Bloom, and Catherine Belsey (83—116). Taking a different cue from classi-
cal rhetoric, Daniel M. Gross has insisted that passions are neither the in-
dices of individuality that Romanticism has made them out to be nor the
biological givens that contemporary brain science assumes but cultural
constructions that perform certain kinds of social and political work.'%
Historical phenomenology offers a way of restoring two things that have
been missing from criticism since the 1970s: sense experience and emo-
tional response. In place of the universalizing assumptions that marked
new criticism as a method of reading and liberal humanism as a control-
ling ideology, new historicism insists on the historical contingency of
sense experience and the constructedness of verbal meaning. In a move
beyond new historicism and deconstruction, historical phenomenology
recognizes a continuity between intellect and other ways of knowing.

Descartes may recognize passions as “thoughts,” but since Descartes,



The Seventeenth-Century Crisis of Consciousness 41

the ideal has been transparency of thought. With respect to the ambi-
ent world, we have been helped in that project by prosthetic devices
that extend human senses and amplify them. Some of those devices—
telescopes and microscopes—have been available since the sixteenth cen-
tury; some—radar and digital technology—were invented more recently.
With respect to the inner world, Harvey (in his demonstration of the hy-
draulics of blood circulation), von Helmholtz (in his investigation of the
electrical workings of the nerves), and Freud (in his application of hy-
draulics and energy transfers to the psyche) have applied the same ideal.
The prostheses in these cases have included not only microscopes, gal-
vanometers, X-rays, and the high-frequency sound waves of computer-
ized tomography scans but the binary difference marking in Saussure’s
linguistics. “All that is I see”—along with Gertrude, that is the story we
tell ourselves (Hamlet, F 1623, 3.4.123). When we say so, we, like Gertrude,
fool ourselves. What does the world look like, sound like, feel like if we
change the story? If we unapologetically put on Wright's green spectacles?
If we setin place a green filter between our eyes and what we tell ourselves
we are seeing? That vision, that altered vision, is the subject of this book.

Computing Time

The availability of conflicting books on the passions by La Chambre,
Descartes, and Hobbes during Marvell’s lifetime proves the truth of Ray-
mond Williams’s contention that “no mode or production and therefore
no dominant social order and therefore no dominant culture ever in re-
ality includes or exhausts all human practice, human energy, and human
intention.”'% Residual, dominant, and emergent elements all come into
play in what Williams calls the “practical consciousness” of everyday life
(125). Does the practical consciousness implied by “The Garden” consti-
tute a crisis of consciousness? The final stanza, I confess, has always left
me feeling disoriented:

How well the skillful Gardener drew

Of flow’rs and herbes this Dial new;

Where from above the milder Sun

Does through a fragrant Zodiak run;

And, as it works, th’ industrious Bee
Computes its time as well as we.

How could such sweet and wholsome Hours
Be reckon’d but with herbs and flow’rs!
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Itis that computing bee that gives me pause. At the very least, the speaker
introduces here an awareness of lapsed and elapsing time that was absent
from the “happy Garden-state” of the previous stanza. The editors of the
Norton Anthology of English Literature, seconding Kermode and Walker,
insist that the entire garden is not just the place of sensuous delights it
has seemed up till now but a sundial, a device for calibrating time. Nigel
Smith anticipates eighteenth-century Deists—or rather, has Marvell an-
ticipate eighteenth-century Deists—in observing that the gardener “in
a secondary sense . . . is God the clockmaker.” James Reeves and Martin
Seymour-Smith favor a paraphrase that is more abstract still: “Time itself
could not exist without the actions of Nature.” 7 All of these commen-
tators find an objectifying turn in the final stanza, an act that enables the
mind to get its analytical bearings before leaving the garden behind. If
that is the case, Marvell anticipates the objectifying turn in Hobbes’s Hu-
mane Nature and delivers us to our rational twenty-first-century selves. Or
perhaps he does not. It is not, after all, the binary tick-tock of a mechani-
cal clock that computes time in Marvell's garden but an animated body
(the bee) whose movements may have a telos (gathering golden pollen
from the dark green thyme). But those movements defy any linear logic.
Time in “The Garden” is a function of space and bodies—and light. Mar-
vell among the bees is a poet, not a philosopher. The soul-as-bird as well
as those ambient bees may derive from Plato’s Ion. “Poets tell us that they
gather songs at honey-flowing springs,” Socrates says, “and that they bear
songs to us as bees carry honey, flying like bees.” True enough, “for a poet
is an airy thing, winged and holy, and he is not able to make poetry until
he becomes inspired and goes out of his mind and his intellect is no lon-
ger in him.”'% As for Socrates, his feet are planted on the ground.
Ifthere wasindeed a crisis of consciousness in the mid-seventeenth cen-
tury, it has yet to be resolved. The philosophical principles that Hobbes
adduced in 1650 as “not commonly known or asserted” are anything but
that today. They constitute the very principles that inform structuralism,
deconstruction, and those versions of cognitive theory that regard the
human brain as a particularly sophisticated computer. It is these rational-
ist principles that have blinded us to any concept of green beyond the ef-
fect of light on the retina at 500—510 nanometers—or at least have made
us reticent to talk about any other concept but that. As an investigation
of passionate perception in Renaissance culture, The Key of Green offers a
cure for color blindness. As such, it stands as a critique of the prejudice
against sense experience and emotional response that certain modes of
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post-modern criticism seem to need. Prejudice is “prejudging,” making
up one’s mind in advance nof to be seduced by passion.

Francis Bacon, in The Advancement of Learning, warns against the arti-
ficial separation of domains of inquiry: “generally let this be a Rule, that
all partitions of knowledges, be accepted rather for /ines ¢ veines, then for
sections and separations: and that the continuance and entirenes of knowl-
edge be preserved. For the contrary hereof hath made particular Sciences,
to become barren, shallow, & erronious: while they haue not bin Nour-
ished and Maintained from the common fountaine” (93; original empha-
sis). Acute semiosis is one result of this narrowness and malnourishment.
In terms of Bacon’s agenda, The Key of Green belongs to that branch of
natural philosophy Bacon calls “HVMANE PHILOSOPHY OR HVMANITIE”
(93). For this branch of knowledge in particular Bacon cautions against
too hasty a partition into body and mind. “T doe take the consideration
in generall, and at large of HYMANE NATVRE, to be fit to be emancipate,
& made a knowledge by it self” Bacon declares, “chiefly in regard of
the knowledge concerning the SYMPATHIES AND CONCORDANCES BE-
TVVEEN THE MIND AND BODY, which being mixed, cannot be properly
assigned to the sciences of either” (93—94).

Onward (like a conquering army) and upward (like an ambitious court-
ier or merchant) may be the directions implied by the Advancement in Ba-
con’s title, but backward is the actual direction that thought has taken in
the four centuries since Bacon wrote his treatise. The “/ines ¢ veines” in Ba-
con’s metaphor imply that knowledge is like a boulder or a mountain; the
thinker can see the lines and veins only by stepping back from the object.
Marvell, confronted with his living green subject, moves in the opposite
direction: into, around, about. Let us follow him there.
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Green Stuff

When Philip Howard came into his inheritance as 13th Earl of Arundel
in 1580, he ordered a full inventory of the contents of Arundel Castle in
Sussex to be drawn up. The castle’s furnishings had been assembled over
a period of four hundred years by the Fitzalan family, the new earl’s pro-
genitors on his mother’s side, although many of the items in the inven-
tory must have dated from the 1540s and the 1570s, when the twelfth earl
had rebuilt the castle’s living quarters. Hard goods in the inventory—
bedsteads, cupboards, tables, chairs, “forms” (benches), stools, andirons,
chamber pots—are surprisingly sparse by modern standards. What dom-
inates the list instead are sundry fabrics: wall hangings, window cloths,
carpets, bed curtains, valences, quilts, counterpanes, bolsters, pillows,
cushions. For each of the castle’s twenty principal rooms, these items out-
number the pieces of wooden furniture on the order of four to one. Even
then, beds and stools are apt to be described in terms of the hangings or
cushions that come with them.

Take, for example, the room specified as “Lord Lumleyes Chambre,”
named for Philip Howard’s uncle, who retained a life interest in the
Arundel estate even though he had no children to challenge Howard’s
inheritance:

Item, i peece of hanging of the vii planetts. Item, i olde windowe-clothe
of parke-worke. Item, i bedd of crymson taffata, with v curtyans, and va-
lens thereto, and one counterpointe of the same stuffe lined with fusti”.
Item, i fetherbed and boulster, ii pillowes of tike [ticking, pillows stuffed
with feathers], i pallet-case of canvas, ii white rugges for blanckets, and
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one woole bedd of white canvas. Item, i little quishio™ of wrought velvett.
Item, i joined stoole. Item, i closestoole and ii chamb™ pottes.!

Thanks to the thoroughness of the earl’s Yeoman of the Garderobe,
Thomas Cowper, and three commissioners sent down from London, we
know not only the furniture that the Earl of Arundel, his family, and his
guests used but the palette of colors among which they sat, talked, wrote
things down, ate, had sex, slept, defecated, and, on occasion, died. No
doubt about it, the most visually striking thing in Lord Lumley’s Cham-
ber must have been that crimson-caparisoned bed with its taffeta cur-
tains, valence, and padded counterpane “of the same stuffe.” Red, present
throughout the inventory, emerges as a prominent color: twelve furnish-
ings are explicitly described as crimson, red, or russet, not to mention the
fields of red that, judging from the series of portraits by William Larkin
in the Suffolk collection, figured in a dozen “Turkey carpets” of various
sizes.? But the color most frequently encountered in the Arundel Castle
inventory is green.

Listed, item by item, are a carpet of green cloth for the cupboard in
the Square Chamber, another green carpet for the table in the Dancing
Chamber, green-silk curtains for the bed in the King’s Chamber, yet an-
other green carpet in the Cage Chamber, eight hangings of green cloth in
the gallery, green window cloths in Percy’s Hall, a completely green suite
of bed fabrics plus a green window cloth and a green cupboard cloth in
the adjoining Percy’s Chamber, hangings of green cloth plus a green bed
canopy and a green cupboard cloth in the upper chamber in Beaumond’s
Tower, a green silk quiltin the Receiver’s Chamber, a green window cloth
in the chamber-next-the-gate, and one final green carpet in the chamber-
next-the-hall-end. Less obvious perhaps from the written inventory but
just as prominent in the visual experience of the castle would have been
the green subjects represented in tapestries and embroideries: the “park
work” found in Lord Lumley’s chamber and two other rooms (most likely
tapestries representing the fenced-off forests in which the Fitzalans, the
Lumleys, the Howards, and other aristocratic families hunted deer), the
ten “verdures” (tapestries ornamented with representations of trees or
other vegetation [OED, “verdure” 3]), the three hangings of “okes and
white horses” in the Square Chamber, the five hangings of “brode leaves”
in the chamber-next-the-gate, the five hangings of “oke leaves and Ma-
travers knotts” in the King’s Chamber (presumably designs that inter-
laced oak leaves with the coat of arms of Philip Howard’s grandfather,
Henry Fitzalan, who held the title Baron Maltravers before becoming
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12th Earl of Arundel). Some sense of these woven versions of flora and
fauna can be witnessed in an early-sixteenth-century tapestry from Flan-
ders that hangs today in Cotehele House, Cornwall (plate 4). All told,
the Arundelinventory specifies no fewer than 39 separate objects colored
green, most of them large objects like wall hangings, carpets, and win-
dow curtains.

Those 39 instances of green in the Arundel inventory amount to more
than three times the number of crimson, red, and russet objects that
caught the appraisers’ eyes. The contrast with other colors is sharper
still: there are just four instances of blue in the inventory, four of black,
three of gold, two of silver, two of yellow, one of “tawny.” Except for the
upper chamber in Beaumond’s Tower, where the specified color is green
throughout, every room in Arundel Castle accommodated multiple col-
ors. However, the sheer number of objects colored green, their expansive
sizes, and their conspicuous positioning on walls, windows, table tops,
and floors suggest an ambience in which green functioned as the matrix
against which other colors stood out as isolated elements.

The high proportion of green stuff in the 1580 Arundel inventory was
not, it seems, atypical, even for households smaller in size and further
down the social scale. Catherine Richardson’s survey of 1,430 probate in-
ventories made in Kentish towns between 1560 and 1600 reveals that soft
furnishings were most usually described as green, sometimes as green only
and sometimes as green in combination with other colors. Where color
is specified, 15 out of 17 chairs are described as green, 49 out of 70 cush-
ions (plus 7 more of green and another color), 8 out of 15 window curtains
(plus 3 of green and another color), 23 out of 111 bed curtains (plus 48 of
greenand another color), and 5 of 28 valences (plus 11 of green and another
color). Bedding itself (sheets, coverlets, and counterpanes) were usually
described as white (66 instances out of 104), but sometimes as green (9
instances) and sometimes as green and another color (4 instances).®> “The
wals of our houses on the inner side,” William Harrison reports in his “De-
scription of England” prefaced to Holinshed’s Chronicles, are either pan-
eled in oak or else “hanged with tapisterie, arras worke, or painted cloths,
wherin either diuerse histories, or hearbes, beasts, knots, and such like are
stained.”* According to Paul Hentzner, who visited England from Silesia
in 1598, “their beds are covered with tapestry, even those of farmers.”s If
the Arundel inventory is any indication, these commonplace bed hang-
ings were woven with leaves, plants, and trees. The inhabitants of Re-
naissance England—at least those wealthy enough to possess a bed—did
their sleeping, dreaming, copulating, and dying within green enclosures.
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“One counterpointe of the same stuffe”: the Arundel inventory em-
ploys the word “stuff” in its most basic sense as the material out of which
something is made (OED, “stuff.,” . II), but the word fits the context in
other ways, too. Stuff can mean woven material in particular (IL.5.a—b),
movable property in general (L.1.g), furnishings proper to a place or thing
(L1.h), and, as I have just demonstrated in my analysis of the inventory,
material for literary elaboration, substance as distinguished from form
(IL.3.d), as well as the compositions that result from that literary elabora-
tion (IIL.7.a).* Toward the end of this chapter, I connect green stuff to per-
sons, in the sense of “capabilities or inward character, figuratively what a
person is made of ” (II.3.b) —although in the case of green the situation is
not just figurative. By the end of the chapter, I hope green will have come
to seem “matter of an unspecified kind” (IIL.6.a). Skeptical readers may
wish to note that “stuff” in early modern English could also mean worth-
less ideas, discourse, or writing, as in “Stuff and nonsense!” (IIL.8.b).

“Green stuff” involves all eight discourses of color that were outlined
in chapter one: metaphysics, physics, chemistry, botany, physiology, ge-
ometry, psychology, and historical phenomenology. As such, the stuffin
“green stuff” extends beyond the material objects that have claimed me-
ticulous and sustained attention in books like Patricia Fumerton’s Cul-
tural Aesthetics, Margreta de Grazia, Maureen Quilligan, and Peter Stally-
brass’s anthology Subject and Object in Renaissance Culture, Anne Rosalind
Jones and Peter Stallybrass’s Renaissance Clothing, Jonathan Gil Harris
and Natasha Korda’s anthology Staged Properties in Early Modern English
Drama, and Linda Levy Peck’s Consuming Splendor.” As all these authors
realize, physical objects from the past hold such fascination for us pre-
cisely because of their connection with the subjects who owned them,
displayed them, used them. The objects figure as visible, graspable syn-
ecdoche for men and women who have disappeared forever. No wonder
we turn such objects into fetishes, particularly when a Plexiglas barrier
in a museum or a country house lets us see—but not touch—them. Har-
ris and Korda, adapting a phrase from Arjun Appadurai’s The Social Life of
Things, refer to the “life histories” of objects. “The significance a particular
object assumes,” Harris and Korda explain, “derives from the differential
relation of its present context to its known or assumed past, and assumed
future, contexts” (18). All the objects on display in the Green Gallery near
the center of this book have life histories of that sort: they imply a psycho-
logical connection with long-dead subjects, and they invite a correspond-
ing psychological connection with us. Taking “stuff” in all its plenitude
allows us to get at those two psychological connections. In the process,
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we can avoid two common mistakes: (1) confusing our connection as per-
ceivers in the present with the original owners’ connection as perceivers
in the past and (2) pretending that our connection does not exist or isn’t
important. “Green stuff” is the content of Marvell’s “green thought.” Let
us begin with the ambient green of England’s earth.

“Is not their Clymate foggy, raw, and dull?”

The late sixteenth and early seventeenth centuries in northern Europe
may have come down in the history of weather as “the Little Ice Age,” but
then as now, the Gulf Stream endowed Great Britain with a climate re-
markably milder and wetter than the climate across the English Channel.
Asif'to counter the Constable of France’s scoff in Henry Vabout England’s
climate, Hentzner reports to his readers on the Continent that, quite the
contrary, England’s climate “is moist and temperate at all times, and the
air never heavy” (62).® Modern climatology knows the weather pattern
prevailing over most of Great Britain to be a “marine coastal climate,” a
pattern of moderate temperatures and ample moisture that is also to be
found along the coasts of Oregon, Washington State, British Columbia,
and certain parts of New Zealand.® Actually, “climate” does not just mean
“average weather.” The Greek word kAo originally referred to a zone
between two specific latitudes—that is to say, a “clime”—that includes
not only temperature and rainfall but also the plants and animals that
typically go with those temperatures and that amount of rainfall (OED,
“climate” 7. etymology).'® According to statistics kept by the Meteo-
rological Office of the British government, the average temperature in
England for the period 1971—2000 was 13.1°C (55.58°F) and the average
annual rainfall was 838.0 millimeters (32.99 inches).!! The mean tempera-
ture in 1600, during the Little Ice Age, may have been just 1°C less than
that and rainfall perhaps 5 percent less.'> What this configuration of tem-
perature and rainfall produces, then and now, is a remarkably lush and
green clime.

“Verie fruitfull” is Harrison’s description of the clime between latitude
50.04°N and 55.46°N (vol. 1, sig. K5v). A quarter of the land, Harrison re-
ports, is given over to pasture; Hentzner estimates it to be a third."> What
this means in visual terms is described by Thomas Platter, another foreign
visitor to England, who made his way from Dover to London through the
countryside of Kent in 1599: “There are many slopes or hills in England
bare of trees and having no springs, covered with a delicate short turf,
which makes good pasturage for the sheep, hence great herds of snow-
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white sheep graze on them, and they all have very soft and more delicate
skins than any other sheep.”'* The assemblage of slopes, hills, and sheep
in Platter’s description suggests a green cubist landscape with clustering
white dots—something that might, in a later century, have been painted
by Cezanne.

It had not always been so. According to ancient testimony, Harrison
reports, England and Wales “haue sometimes beene verie well replen-
ished with great woods & groves.” Now, however, you can ride ten or
twenty miles in some places and see few, if any, trees except for stands
kept as windbreaks (vol. 1, sigs. T3—T3v). The destruction of forests was
the result, according to Harrison, of a number of factors: the need for ar-
able fields, the greed of owners who are still enclosing land for grazing,
and the recent demand for oak timbers for ostentatious houses unknown
in earlier times. Notable stands of woods still existed in some places, how-
ever, including the Forest of Arden.'* It was the open green expanses—
“champian country” it was usually called, after the leveland open campagna
outside Rome and the vineyards and farms of Champagne in France—
that typically delighted Renaissance eyes the most. John Norden, in The
Surueyors Dialogue, refers to the well-husbanded fields of Taunton Dean in
Somerset as “the Paradice of England.”

The green surround within which the inhabitants of early modern
England lived their lives was extended by Thomas Trevelyon’s imagina-
tion to the entire cosmos. Both versions of Trevelyon’s folio-size book
of pictures and designs, the one in the Folger Shakespeare Library (dat-
able to 1608) and the one formerly in the Wormsley Library (dated 1616),
contain images of Ptolemy’s scheme of the universe.!” In the Folger
Shakespeare Library version, “The natuere [sic], course, colour, and plac-
ing of these seuen Planets according to Ptolemie” (plate 5), the earth in
the center is colored a bright, deep green, while a bright, less-saturated
yellow-green washes over the rest of the universe: the orbits of the plan-
ets (the moon, Venus, Mercury, the sun, Mars, Jupiter, and Saturn), the
three spheres beyond (the stars, the crystaline firmament, and the Prime
Mover), even “the Abitude of God And Alle the Electe” in the outermost
sphere. Why green as the color of the cosmos? The sky, after all, never
appears to be that color. That Trevelyon’s choice was not eccentric is
suggested by the so-called great pavement still to be seen in the sanc-
tuary of Westminster Abbey. Installed by Odericus of Rome and dated
1268 in an inscription, the mosaic represents the cosmos as interlaced
circles of green and purple porphyry stones robbed from classical ruins
in Rome, intermixed with gray Purbeck marble from the channel coast,
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yellow-hued limestone from Italy, greenish Genoese serpentine, and other
stones. Green hues predominate.'® Discourses of color specific to Treve-
lyon’s time and place suggest other possible answers for representing the
cosmos as green. Trevelyon’s verbal discriminations among the “colours”
of the various planets—the “Lead colour” of Saturn, the “temperate, faire,
and bright” aspect of Jupiter, the “firie colour” of Mars, “the Well of pure
light” presented by the sun, the light “cleare; yea mor bright then Jupiter”
displayed by Venus as morning star and evening star, the “somewhat shin-
ing, but not verie bright” aspect showed by Mercury, the curiously unde-
scribed light of the moon—are in fact discriminations among degrees of
value or brightness. A system in which the sun figures as “the well of pure
light” presents a metaphysics of color in which the difference in value be-
tween the two greens in Trevelyon’s image counts most, not the differ-
ences in hue or saturation. With respect to physics, green in Aristotle’s
spectrum occupies a middle position between black and white—a situ-
ation that explains, in chemical and botanical terms, why leaves spring
from the white pith of trees and their blackish bark, as we observed in
chapter one. Perhaps in Trevelyon’s scheme, green radiates from the earth
as the central point in the circular geometry of the cosmos. The temper-
ateness of green may indicate the artist’s physiological and psychological
state as an observer who attempts to see the whole.

Landscape with Figures

Introduce to the land a shaping human presence, and you have a land-
scape. Amusingly varied in its pronunciation according to the earliest
printed citations—“landtschap” (the original Dutch), “lantskip,” “land-
skip,” “lantskop,” “launce-skippe”—the word entered early modern Eng-
lish in the 1590s as a technical term for painted representations of land
forms, flora, and sometimes fauna (OED, “landscape.,” 7. 1.a—b), from
whence it quickly became a word for the features themselves (2.a, 3). Pres-
entin both of these senses is the Germanic verb schaffen, to create, to fash-
ion, to shape. And that takes a human being, whether the landscaping is
being done with paints, brushes, and drafting tools or with picks, shovels,
and grafting tools. The position of human figures within the green matrix
can be gauged according to several regimes of geometry."

At closest range are the eyes that stare out from behind leaves and
branches in sculpted representations of “the green man,” still to be found
in cathedrals, parish churches, and other medieval buildings all over Great
Britain. Clive James’s The Green Man: A Field Guide lists more than two
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thousand such carvings in England alone.?® The origins of the green man
can be traced either to the hunting-and-gathering prehistory of Homo
sapiens—or to 1939. It was Julia Hamilton Somerset, Lady Raglan, writing
that year in the journal Folklore, who coined the name “the green man.”
It is that recent. The connections Lady Raglan made among (1) carved
faces on medieval capitals, bosses, bench ends, and tombs, (2) figures in
folk festivities like Jack-in-the-green, Robin Hood, and May-lords, and
(3) traditional inn signs depicting a green man have, since 1939, proved
irresistible to searchers for Jungian archetypes, purveyors in the heri-
tage industry, advocates of environmental consciousness, even the men’s
movement.?! Versions of the green man have been found not only in Eu-
rope but in Africa, the Middle East, Central America, and central, south-
ern, and eastern Asia.” Roman origins for the European examples are il-
lustrated in Kathleen Basford’s classic study, The Green Man.* As arresting
as they may be to modern eyes, carvings of faces leering through leaves
and branches were already obsolete by 1600. None were carved on the
capitals and bosses of English churches after the mid-fifteenth century,
even if they continued to appear on tombs into the eighteenth century as
memento mori. (To be fair, very few English churches were built between
1500 and 1660.) After the iconoclasm of Edward VI's reign, many people
would have regarded such carvings as relics of a past time in at least three
respects: (1) as vestiges of the Catholic religion, (2) as avatars of folk fes-
tivities like Robin Hood plays, lately under attack, and (3) as reminders of
atime, not so distant, when the green of England, like the Isle of Anglesey
in Sir Gawain and the Green Knight, was full of dangers. The third of these
considerations was probably the strongest.

In Norden’s The Surueyors Dialogue (1607, 1610, 1618, 1738), the author-
ity figure is asked by his naive pupil about the state of Britain “at the be-
ginning, when it was first peoplet.” He paints a distinctly inhospitable
picture. “A very desert and wildernes,” the master surveyor replies, “ful
of woods, fells, moores, bogs, heathes, and all kind of forlorne places: &
howsoeuer we find the state of this Island nowe, records doe witnes vnto
vs, that it was for the most part an vniuersall Wildernes, vatill people
finding it a place desolate, and forlorne, beganne to set footing heere.”
In time, the new arrivals learned how to cut down trees, root up weeds,
cultivate useful plants, and wall themselves off from wild animals and hu-
man enemies. Among the wild animals in this natural clime, Norden lists
bears, boars, bulls, and wolves—the first three of which, let it be noted,
supplied traditional names and emblems, along with the green man, for
sixteenth-century inns and ale houses. The wild animals began to disap-
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pear, Norden reports, “when their shelters, great woods, were cut downe,
and the Country made more and more champion” (sig. Q4v). In the be-
ginning was not “the paradise of England” but a “universal wilderness.”
Carvings of the green man kept the memory alive, and only the shaping
presence of human civilization held the wilderness at bay.?*

An image of Britain’s early human inhabitants is provided by the Flem-
ish artist Lukas de Herre, a Protestant refugee in England from 1567 to
1577, in one of the several surviving manuscripts of his “Corte beschryu-
inghe van Engheland, Schotland, ende Irland.”>* Like a Baedeker guide,
William Camden’s Latin Britannia (1586, 1587, 1590, 1594, 1600, 1607; first
translated into English in 1610) told early-modern visitors like Hentzner
all they needed to know about Britain’s history and culture. Hentzner
was not the only visitor to have drafted passages from Camden into the
account of his own travels, as if he had found out the information on the
spot by himself.?¢ Editions of Britannia published in Frankfurt in 1590
and 1610 were aimed at a Continental market—which included Hentzner.
Camden’s description of the Picts (literally, “the painted”) cannot have
been de Heere’s direct source (the first edition of Britannia dates from
ten years after his departure from England), but de Heere’s depiction
of the two Picts shown in plate 6 closely matches Camden’s verbal pic-
ture. Verses from the fourth-century Roman poet Ausonius are quoted
by Camden to establish that “Like to greene mosse with gravell rewes
between, / The Britans Caledonian are all be painted seen.”*” Blue pre-
dominates in de Heere’s depiction of the right-hand figure, but the left-
hand figure displays a green snake on his right arm and a circular green
design on his right kneecap, and both figures are firmly planted in a swath
of mossy green and gravelly yellow and brown. “Caledonian” locates the
figures beyond the northern horizons of Camden’s world, in Scotland.
Several hundred miles to the west, across the Irish Sea, wild men were still
to be found in the sixteenth century, and they were clad in green. Four fig-
ures are shown in de Heere’s drawing of “Irish men and women” (plate 7).
From left to right are arranged an “Edel-vrouwe” or noblewoman, a “Bur-
ghers vrouwe” (what Jonson and Middleton would have called a “citizen’s
wife”), and two male representatives of “Wilde Iresche,” one wearing sol-
dier’s garb, the other wrapped in a full-body mantle, both bare-legged
and barefoot like Captain Thomas Lee in Marcus Gheerhaerts’s 1594 por-
trait of the soldier of fortune who had spent his career fighting for Eng-
land’s interests in Ireland.?®

The positioning, postures, and coloring of de Heere’s four figures are
telling. Closest to the viewer and visually dominant with his red breast-
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plate, probably made of thick leather, is the soldier, who further estab-
lishes his dominance by grasping a large, albeit sheathed, sword. The
two female figures on the left, despite their difference in social station,
wear gowns of a similar cut (the noblewoman’s is blue, the citizen’s
wife’s is pink), and they hold hands. Seemingly farthest from the viewer,
thanks to the soldier’s spatial, chromatic, and gestural prominence, is the
mantle-clad man. De Heere has colored this mantle green, as one might
expect from Randle Holme’s description of wild Irishmen in heraldry:
“The Habit of these kind of wild People, is to go bare headed, their Man-
tle about their shoulders, which they call a Brackin, or Irish Mantle.”?
Bracken in Holme’s time could mean either a type of tartan plaid worn by
Scottish Highlanders and the northern Irish (OED, “bracken” #?) or a type
offern (“bracken” 7' 1.a) and the brownish hue the plant presents when it
is turning (1.b). The brownish-green wash in de Heere’s drawing suggests
it is the second of these possibilities that is in play here. Spatially, chro-
matically, and politically, de Heere’s mantle-clad wild Irishman consti-
tutes the green ground out of which the other three figures emerge.

Red breastplate, gold trim, blue cloak, sword and scabbard: it is easy
enough to read the man on the left.** What exactly can be read in the
right-hand figure’s green mantle? That, for English writers and readers,
was the problem. Edmund Campion, in his history of Ireland, describes
such garments as being, physically, of a piece with a green land that is so
wet and lush that it rots the few domesticated animals that feed upon
it. Sheep are few, Campion reports, “and those bearing course fleeces,
whereof they spinne notable rugge mantle.”® The ragged edges of the
mantle in de Heere’s drawing catch the coarseness of the wool from
which the garment has been woven. It is the “monstrously disguising”
potentialities of the Irish mantle that drive Edmund Spenser’s spokes-
man Irenaeus to two pages of rant in A View of the Present State of Ireland.**
Iranaeus will concede that such garments were used by the ancient Ro-
mans and that in raw, cold climates like Ireland’s, a mantle gives its itiner-
ant wearer housing and bedding as well as clothing, but the Irish mantle
also functions as “a fit house for an Out-law, a meet bed for a Rebell, & an
apt cloake for a thiefe” (sig. D1). For rebels in particular, a mantle is use-
ful for hiding out:

[W]hen he still flyeth from his foe, & lurketh in the thicke woods & straite
passages, waiting for advantages, it is his bed, yea and almost as his housh-
old stuff. For the wood is his house against all weathers, & his Mantle is
his couch to sleepe in. Therein he wrappeth himself round, & coucheth
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himselfe strongly against the gnats, which in that countrey doe more an-
noy the naked Rebels, whilst they keepe the woods, & doe more sharply
wound them then all their enemies swords, or speares, which can seldome

come nigh them. (sig. D1v).

Amid Ireland’s dense forests, the mantle’s green hue thus functions as
camouflage. All in all, Irenaeus deplores the Irish mantle not for what
it shows but for what it does #of show. Unlike other forms of clothing,
unlike the garments worn by de Heere’s noble lady and citizen’s wife, a
green Irish mantle is not legible. What is under it escapes surveillance.
The wearer of a green mantle can disappear into the savage landscape
from which he takes his elusive, changeable character.

Altogether more hospitable were the gardens of England. Like ale
house signs depicting the green man, the design of gardens in Renais-
sance England kept primeval memories alive, but in perspective, at a
safe distance. Francis Bacon’s essay “Of Gardens” is altogether typical of
these designs in imagining a garden as modulating between the civilities
of the dwelling house and a series of ever wilder green horizons.* In his
essay “Of Gardens,” Bacon gives green a central place. Bacon envisions an
ideal garden of 30 acres (he confesses he is thinking in “Prince-like” pro-
portions), to be divided into three parts as one moves outward from the
house: first “a Greene” of four acres, then “the Maine Garden” of twelve
acres, and finally “A Heath or Desart in the Going forth” comprising six
acres.** Eight additional acres are allotted to gardens on either side of the
house, four on one side and four on the other. Four acres, twelve acres,
six acres, eight acres, one viewer: these are the figures in Bacon’s land-
scape. The open green space next to the house serves—literally, physi-
cally, psychologically—to frame the main garden. “The Greene hath two
pleasures,” Bacon observes. “The one, because nothing is more Pleasant to
the Eye, then Greene Grasse kept finely shorne; The other, because it will
give you a faire Alley in the midst, by which you may go in front upon a
Stately Hedge, which is to inclose the Garden” (141; original emphasis). In
effect, green in Bacon’s scheme combines the pleasant affect of the color
itself with the intellectually satisfying geometry of hedges, walkways, and
alleys.

With respect to the actually existing gardens of his day, Bacon’s in-
terpolation of a green lawn between the house and the main garden rep-
resents an innovation. Bacon ridicules “the Making of Knots, or Figures,
with Divers Coloured Eartbs . . . that lie under the Windowes of the House”
as nothing better than “Toyes,” something better suited to fancy pastry-
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work (141). Most gardens of the sixteenth and early seventeenth centu-
ries favored such designs, however, because they extended the artful-
ness of the house outward, inviting an ambler to move by degrees from
art to nature in the progression from house to knot garden to meadows
to woods. Each of these spaces came equipped with its own mythology,
which inspired the pageants staged there on the occasion of royal visits.3
The effect of Bacon’s advice, or at least the taste for which he spoke, can
be appreciated by comparing Robert Smythson’s plat of Ham House and
its gardens ca. 1609 with John Slezer and Jan Wyck’s design of ca. 1671
1672, which is being used to reconstruct the garden today. On the house’s
sun-facing south side, Smythson’s plat shows three huge rectangles that
shape the garden’s flowers, shrubs, and fruit trees into an interlaced dia-
mond pattern on the left, fourteen parallel rows on the right, and an in-
terlocked series of octagons converging on an oval in the center.*® In the
same location today can be seen a green lawn that gives onto a loosely
geometrical “wilderness” of trees in the distance. Plane geometry survives
in the two smaller gardens that flank the house on the east and west, just
as Bacon advises. Andrew Marvell’s garden, with its green expanses, its
fountain, its fruit trees, and its geometrical dial, implies the same variety
amid the same dominant hue. In Bacon’s ideal garden, in Marvell’s fic-
tional garden, in the reconstructed gardens at Ham House, the perceiver
is invited to appreciate, by degrees, his or her distance from the wilder-
ness of trees, bushes, briars, and thorns just at the horizon line. Bacon’s
“heath or desert,” extended on occasion into the hunting park beyond,
was close enough for most of Marvell’s contemporaries.

The Natural History of Green

Before there were test tubes there were trees; before there were labs there
were forests. It was not until a year after his death that Francis Bacon’s 4
Naturall Historie was published. If Bacon’s Essayes or Counsails (1597, ex-
panded in 1612 and 1625) can be considered “the lawn,” or approach to
knowledge, and his systematic works like The Advancement of Learning
(1605) the main garden, then his Natural History (1627) shapes up as a des-
ert, heath, or forest. Indeed, the main title bestowed on it when it was
published the year after Bacon’s death was Sylva Sylvarum (literally, For-
est of Trees). In classical Latin, silva might mean not only woodland or, in
the plural, the trees that make up that woodland but the raw material of
a literary work (OED, “silva” 1, 3, 5). In more ways than one, then, silva is
green stuff. Collections of occasional verse like Statius’s Si/vae (first cen-
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tury of the Common Era) and Ben Jonson’s “The Forrest” (1616) provide
one inspiration for poems as tongues in trees, but the botanical writings
of Aristotle’s pupil Theophrastus are probably the ultimate precedent
for thinking about objects of knowledge as trees and systems of knowl-
edge as forests. John Maplet’s A Greene Forest, or a Naturall Historie (1567)
regards the products “of Natures tempering and dighting” in just this
way.”” The book’s three sections offer alphabetically ordered descrip-
tions of (1) minerals and stones; (2) herbs, shrubs, and trees; and (3) brute
beasts, fowls, fishes, worms, and serpents. Knowledge, in Maplet’s view,
is alive and growing. Theophrastus, he reports, lamented the limitations
of human life when “the mother of all such greene things as grewe vpon
the earth multiplieth euerie ech day with increase, and diuersitie of many
kinds and playeth the prodigall his parte” (sig. E4).

William Rawley, editor of Bacon’s Sylva, apologizes in his preface that
the volume may seem “an Indigested Heap of Particulars.”* But that was
Bacon’s intent. Readers of the book, so Rawley reports, were desired by
Bacon “no wher to depart from the Sense, and cleare experience; But to
keepe close to it, especially in the beginning” (sig. A2). Nonetheless, Ba-
con has ventured probable causes for the things he describes, so that read-
ers “would not think themselues vtterly lost, in a Vast VVood of Experi-
ence, but stay vpon these Causes, (such as they are) a little, till true Axiomes
may be more fully discouered” (sig. A2v). Bacon worries that readers may
not be able to see the si/va for the silvae. What Sylva Sylvarum purports to
offerits readers is an exercise in radical induction, an exploration that be-
gins with individual trees and proceeds to map out the terrain of natural
history from there. Knowledge in Bacon’s forest begins, just as Aristotle
says it should, with sense experience, proceeds through causes, and ends
with axioms.

Several of the thousand numbered experiments in Sy/va Sylvarum es-
tablish that color, for Bacon as for most of his contemporaries, was mate-
rial stuff. Experiment 291 presents different colors as inherent qualities
of different metals, which the application of water (in solutions), chemi-
cals (in putrefaction), and heat (in vitrification) will reveal: “Mezalls giue
Orient and Fine Colours in Dissolutions; As Gold giueth an excellent Yellow;
Quick-Siluer an excellent Greene; Tinne giueth an excellent Azure; Like-
wise in their Putrefactions, or Rusts; As Vermilion, Verdegrease, Bise, Cirrus,
&c. And likewise in their Vitrifications” (sigs. K8v—Li). The items in the
last list are artists’ pigments, “vermillion” being a red pigment, “verdigris”
a green, “bice” a brownish gray, and “ceruse” a white. Bacon seems to be
thinking in artistic terms throughout the experiment, since he invokes
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the three variables recognized in Renaissance treatises on painting: hue,
value, and saturation.

Bacon is apt to lose twenty-first-century readers, however, when he
begins to talk about the reasons for the color-producing effects in met-
als. He speaks of metals as if they were living things. “By their Strength of
Body,” Bacon says, “they are able to endure the Fire, or Strong Waters, and
to be put into an Equall Posture; And againe to retaine Part of their prin-
cipall Spirit; Which two Things, (Equall Posture, and Quicke Spirits) are
required chiefely, to make Colours lightsome” (sigs. K8v—L1). “Equal pos-
ture” is easy enough: Bacon seems to be specifying the relative strength of
metal particles vis-a-vis fire, water, and other chemicals (OED, “posture”
n., 2.a). “Quick spirits,” however, give metals a dynamism and volatility
that would seem to belong to animals possessed of the power of motion.
When Bacon describes certain colors as “lightsome,” he refers to not just
perceived brightness in the viewer’s eye but movement through the air.
Bacon speaks about light in a thoroughly material, almost tactile way, es-
pecially in his systematic comparison between how sound waves and rays
of light move in waves. According to Bacon, there are thirteen modes of
“consent of visibles, and Audibles” (sigs. Kiv—K2), that is, thirteen ways in
which their motion through a medium is the same or similar, and twenty-
three “dissents” (sigs. K2v—K4v). The need for amedium in both cases (air
or water) is especially crucial to experiment 873, in which Bacon inquires
why the water of the sea (often read as green, as prompted by Aristot-
le’s treatise De Coloribus) “looketh Blacker when it is moued, and Whiter
when it resteth.”*® The reason, according to Bacon, has to do with the mo-
tion of the water refracting the light in the air: “the Beames of light passe
not Straight, and therefore must be darkened; whereas, when it resteth,
the Beames doe passe Straight” (sig. GG4). The same effect is noted in an-
other experiment, this time demonstrating the effect of water in mag-
nifying the size of objects as well as the intensity of light: “There is no
doubt, but Light by Refraction will shew greater, as well as Things Coloured’
(sig. CC1v).

In effect, Bacon considers color within two analytical frameworks: as
a property of material objects like metals and as a property of light trav-
eling through the media of air and water. For that double perspective,
Bacon is indebted ultimately to Aristotle’s remarks on color in De Anima
(On the Soul 418.a—b) and De Sensu (On Sense and Sensibilia 439.a-b).** What
Aristotle envisions in these texts is a thoroughly material but surprisingly
dynamic world in which the boundary between solid-seeming objects
and the air or the water that surrounds them is not so firm as it might ap-



58 CHAPTER TWO

pear. Indeed, color marks the spot where less transparent bounded bod-
ies meet the more transparent substances of air and water. Transparency
is a potential present, to varying degrees, in all kinds of objects—in mar-
ble as in air. That potentiality in objects is activated by fire “or something
resembling fire,” which is not to be imagined, in modern terms, as energy
hitting objects from some external source—the sun, say—but as a mate-
rial medium that “contains something which is one and the same with the
substance in question” (De Anima 418.b.14—20).

To Aristotle’s analytical eye, the edge between solid-seeming objects
and transparent-seeming air and water is neither hard nor rigid. When
the transparency of fire meets the transparency of this or that object, the
result is color: “it is manifest that, when the transparent is in determi-
nate bodies, its bounding extreme must be something real; and that co-
lour is just this something we are plainly taught by facts—colour being
actually either at the limit, or being itself that limit, in bodies” (De Sensu
439.a). What we see when we look out into the world, according to Aris-
totle, is not, then, discrete objects but color. That, according to Helkiah
Crooke in his medical encyclopedia Microcosmographia (1615, 1616, 1618,
1631, 1634, 1651), is what “All Authors which euer writ of the Sight, haue
determined with one consent.”*! Later in the same chapter Crooke insists
that “Colours are another thing then the light” (sig. NNN3). Colors work
upon the light, as we may observe in a looking glass, which receives the
colors brought to it by enlightened air. “So also the greenenesse of Trees
and Medowes doth appeare in such bodyes as are opposite vnto them,
which could not be except the colour should worke vpon the Light” (sig.
NNN3). Marvell’s green-thinking persona is one such body: the garden’s
reflected green colors his very person.

In terms of the three color variables—hue, value, and saturation—
Aristotle’s theory, like Plato’s, gives primary attention to value, or bright-
ness. Indeed, hues are explained as a function of brightness. Different col-
ors, Aristotle explains in De Sensu, result from different ratios of white to
black, just as different concords in music result from different ratios of
high sounds to low (439.b.15—440.a.19). Aristotle understands white to
be the effect of light and black the effect of darkness. To range other col-
ors along a spectrum of brightness, from white at one end to black at the
other, seemed only natural. It was left to Aristotle’s system-happy disci-
ples to reconcile this scheme with the four elements, the four bodily flu-
ids, and the four temperaments. If black equals earth and white equals
fire, all the other colors can be understood as different combinations of
fire, air, water, and earth. Black (full darkness) and white (full brightness)
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form the poles of a spectrum within which all other colors are explained
as varying combinations of black and white.

In the minds of most Europeans, this remained the usual schema well
into the seventeenth century, when experiments by Descartes, Huygens,
and Newton established the red-to-violet spectrum that was there to be
seen in the rainbow all along.*? The persistence of Aristotle’s model in the
face of such patently contradictory evidence can be better understood,
perhaps, by the World Color Project’s demonstration that a distinction
between white and black—in effect, between bright and dark—is the
fundamental matrix within which human beings, in most of the world’s
cultures, distinguish hues. Aristotle considers three theories about how
black and white combine to form other colors: (1) through juxtaposition
of black bits and white bits in fixed ratios, (2) through varying superpo-
sitions of black over white and white over black, and (3) through true
mixtures in which black loses itself in white and vice versa. Without re-
ally favoring one theory over the others, Aristotle organizes the spectrum
thus:

uérav | patdv | kvavovy | medoivov | dhopxdv | povpydv | EovBdv | Aevkdy
That is to say:
black | gray | deep blue | leek-green | violet | crimson | yellow | white*3

Robert Fludd, writing on the colors of body fluids in the early seventeenth
century, was among the first to map this spectrum as a circle.** Gray could
be considered part of black, Aristotle says, and/or yellow part of white.
Either way, green occurs at or near the middle of the spectrum.

Sap-Green, Verdigris, Verditer, Sinople, Samargd

When, in Twelfth Night, Olivia has drawn aside the curtain of her mourn-
ing veil and opened to view “the picture” of her face, Viola’s reaction is
appreciative but skeptical. “Ist not well done?” Olivia asks, as if her face
were a painted portrait. “Excellently done,” Viola quips, “if God did all”
Olivia retorts, “’Tis in grain sir, twill endure winde and weather” (F 1623,
1.5.224—27). It might be specifically to her red lips that Olivia is refer-
ring, since the phrase “in grain” derives from the belief that Coccus ilicis,
the dyestuff for a brilliant fade-resistant scarlet, was a seed or berry and
not an insect (OED, “grain” x.! IIL10), but in general, “in grain” colors in
Shakespeare’s time were distinguished from other colors as being fast-
dyed, as having thoroughly penetrated into a fabric’s fibers. Olivia’s con-
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cern with fixity is not surprising in an age when most colors were, as the
technical term has it, fugitive. If color in Aristotle’s De Sensu and De Anima
is contingent on physical variables (color happens only in the presence
of fire or something like fire), color in early modern household furnish-
ings, garments, drawings, and paintings was even more so. The range of
hues available today in any well-equipped paint store and the stability of
dyes that color contemporary clothing, fabrics, and carpets stand in sharp
contrast to the limited range and corruptibility of early modern pigments
and dyestuffs.*> Analine dyes, derived from coal tar and commercially
produced beginning in the 1860s, have, literally, made that difference.*

Particularly in England’s marine coastal climate, it was ironic that
green should be so prominent in the landscape and so hard to achieve
in pigments and dyes. Sources for good greens were few. The three ter-
rains in Maplet’s green forest—minerals, plants, and animals—exhaust
the possible sources of dyestuffs and pigments in the sixteenth and early
seventeenth centuries. In the case of green, only two sources were read-
ily available: vegetable matter and copper salts. To judge from Nicholas
Hilliard’s “A Treatise Concerning the Arte of Limning” (1598—1603) and
Henry Peacham’s The Art of Dravving with the Pen, and Limming in Water
Colours (1606), connoisseurs in the early seventeenth century were aware
of the organic and mineral origins, the grittiness, even the smells of colors
in a way that their counterparts a hundred years later were not. “Limn-
ing,” the usual Renaissance term for drawing and painting with colors
dissolved in water, gum, or egg, is presented in both treatises as an ac-
complishment worthy of a gentleman. Hilliard describes it as “sweet and
cleanly to vsse.”*” As colors “fit for limning” he dismisses “all ill smelling
coullers [and] all ill tasting” (88). Among those obnoxious colors are a
remarkable number of greens: “verdigres, verditer, Pinck, Sapgrene” (88).
Peacham is more tolerant. “Vert-greace,” he explains, “is nothing else but
the rust of brasse, which in time being consumed and eaten with Tallow
turneth into greene, as you may see many times vpon fowle candlesticks
that haue not beene often made cleane.”*®

When Olivia assures Viola that the hues she sees are all “in grain,” there
is an implicit assumption that they might zo¢ be so. Color, Olivia im-
plies, might be something alienable, alien, and alienating. To early mod-
ern eyes, color was alienable because, with human-made objects as with
nature, color was impermanent. The fading flowers of seduction poems
(“Gather ye Rose-buds while ye may”#’) had their counterparts in the fad-
ing flowers embroidered on cushions. Vegetable dyes in particular were
susceptible not only to losses in saturation but to changes in hue. Even
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well-cared-for tapestries like the Mortlake version of Hero and Leander
(plate 23) now show evidence of greens that have turned bluish. Small
tapestry panels and cushion covers produced by the Sheldon workshops
in Worcestershire in the late sixteenth and early seventeenth centuries
display deep, true greens on the reverse sides, but a pale blue on the
fronts, due to exposure to sunlight over the past four centuries.* The ef-
fect may result from the fragility of organic dyes like sap-green or from
sun-induced degradation in yellow overdyes that once made blue under-
dyes appear green. Sir William Petty, in an account of dyeing published
by the Royal Society in 1660s, ranked all dyestuffs under just three head-
ings: red, yellow, and blue.*! Green is conspicuously absent.

Philip Ball notes that “the humanistic concern to match colors to na-
ture placed a greater demand on green than on any other color” (115).
It is understandable, then, that the introduction of a supposedly stable
green, verdigris—Peacham calls it “the purest greene that is”—caused
great excitement in the fifteenth century, especially among painters in
oils, such as Bellini, Raphael, Tintoretto, and Veronese.** Within a sur-
prisingly short time, however, the shortcomings of verdigris had become
apparent: greens derived from copper salts are apt to turn brown. A sub-
stitute for verdigris was found near Verona, on Cyprus, and at certain
places in France in the form of terre-verte, or celadonite, a silicate of iron
and potassium (OED, “terre-verte” etymology). As the sources of terre-
verte indicate, color might seem to English eyes not only alienable but
alien. Pliny, in his account of the Apelles’ palate, taught readers to disdain
far-fetched pigments, even as they fetishized them. Geoffrey Whitney’s
version of the emblem “Inz colores” takes over the main idea from Andrea
Alciati—different colors suit different human temperaments—but Whit-
ney adds two things: a focus on the dyer as a technician and a defense of
English dyestuffs. It was only in later editions of Alciati’s Emblematum
Liber that the original woodcut showing nine temperaments coordinated
with nine colors became the image of a dyer at work that Whitney not
only copied but made the occasion of the emblem’s verses: “The dier, loe,
in smoke, and heate doth toile,/ Mennes fickle mindes to please, with
sundrie hues”® (figure 3). Whitney’s second addition was a whole new
set of verses that defend England from the disdain of strangers who come
from countries richer in dyestuffs:

But say we lacke, their herbes, their wormes, their flies,
And want the meanes: their gallant hues to frame.
Yet Englande, hath her store of orient dies,
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Figure 3. Woodcut from Geoffrey Whitney, A4 Choice of Emblemes, and Otbher Deuises
(1586). Shown actual size, 34 X 3% inches (8.9 X 9.8 cm). (Reproduced by permission

of the Folger Shakespeare Library.)

And eeke therein a DYER most of fame,
Who, alwaies hathe so fine, and freshe, a hewe,
That in their landes, the like is not to vewe.

(sig. Ra)

If the allusion is to the polymathic courtier-poet Sir Edward Dyer, Whit-
ney has anticipated by as much as a decade Shakespeare’s praise of “A man
in hew all Hews in his controwling.”**

Alienable and alien, color could also be seen as alienating. Viola distrusts
the colors she sees in Olivia’s face. The portrait looks excellently done,
but only “if God did all” Richard Haydocke, in his translation of Paolo
Lomazzo’s Tratatto dell’Arte de la Pittura (1584), makes the curious deci-
sion to omit Lomazzo’s section on pigments and to put in its place “z
briefe Censure of the booke of Colours, where I haue also taken occasion to vse a
word or two, concerning the Artificiall Beauty of Women, for those good I
haue published it.”** At first blush, Haydocke’s choice seems provincial if
not downright bizarre. Instead of information about the pigments and
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binders that Raphael, “Leonard Vincent,” Correggio, “Michael Angel,”
Titan, and other Italian artists have actually used—sap-green, verdigris,
verditer, and the rest—the reader gets analyses of the vegetable, mineral,
and animal substances that women apply to their faces. These include
“sublimate” (described as a distillation of salt, quicksilver, and vitriol),
white lead, alum, lemon juice, oil of Tartary, rock-alum, salnitrum, and
campbhire. All of these substances, it should be noted, are either bleaching
agents or corrosives that induce blush-like redness. To Haydocke’s view,
and presumably that of his readers, the status of color in Lomazzo’s origi-
nal text and in Haydocke’s substitution is the same. Color in both cases is
antipathetical to living flesh: “For it is certaine, that all Paintings and co-
lourings made of minerals or halfe-minerals, as iron, brasse, lead, tinne,
sublimate, cerusse, camphire, iuyce of lemons, plume-alume, salt-peeter,
vitrioll, and all manner of saltes, and sortes of alumes.. . . are very offensiue
to the complexion of the face” (sig. MM2).

The object-like quality of color is never more apparent than in her-
aldry. Colors in heraldric blazons are not just colors: they are rare and
expensive stuff.>° “Value” in color takes on new meaning. Yellow is not
yellow, but “or” (gold). White is not white, but “argent” (silver). Black is
not black, but “sable.” Red is not red, but “gules” (from the Latin gols, or
throat, around which it was fashionable in the twelfth century to wear a
fox fur collar). Blue is not blue, but “azur” (the color of lapis lazuli or ul-
tramarine, both fetched from “beyond the sea”). In this context, “vert”
(the common French word for green, as in grass) was something of an em-
barrassment. Two verbal ploys remedied the situation. One was to take
over the term sinople, which originally seems to have designated a red, ru-
brica Sinopica, that came from Sinopis on the Black Sea.”” The other strat-
egy was to associate “vert” with the emerald or “smaragd,” as it was often
called from its Latin name smaragdus. Gerard Legh, in The Accedence of Ar-
morie (1562, 1568, 1576, 1591, 1597, 1612), does just this. Citing the author-
ity of Isidore of Seville’s seventh-century Etymologiae, Legh declares “this
stone passeth all other colours in greennes, either of tree, hearb, or grasse
of the fielde.”*® Held up to the sun, a smaragd “rayseth of it selfe a beame
in the ayre” (sig. B4v). In a chapter of A Greene Forest, or a Naturall His-
torie titled “Of the Smaradge,” Maplet notes the same effect and reports
further that an emerald, when cut and polished, “sheweth a man his li-
uely Image, wherevpon the valiant Caesar had no greater delight, than
in looking on this, to see his Warriours fight, and to behold in the Sma-
ragde which of them went best to worke, and was moste actiue” (sigs.
D4v—Ds). Whether Caesar looked at battles oz the smaragd or through
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the smaragd, the green affect would have been the same. Legh sums up
the opinion of “all authors” in declaring that green “is much comfortable
to the sight of man, and of all colours moste ioyfull to the hart” (sig. B4).
For his part, Hilliard describes the emerald as “the most perfect greene
on earth growing naturally, or that is in any thinge, or that is possible by
Arte to make” (108).

Legh’s double perspective on green—it is both a physical substance
and a psychological affect—is altogether typical of how colors are writ-
ten up in Renaissance treatises on painting. Lomazzo insists that paint-
ing does not “onely expresse the outward formes of things; but also dis-
couereth certaine inward passions; . . . as it were laying before our eies, the
affections of the mind, with their effects” (sig. HHsv). To green, Lomazzo
attributes “a pleasurable sweeteness” (sig. KK2v). By the time Whitney
adapted Alciati’s emblem “Iz colores,” the associations of particular hues
with particular passions had become commonplace. Thus Whitney’s
translation of Alciati’s Latin verse identifies black with mourning, white
with purity, yellow with greed and jealousy, “tawny” with disappoint-
ment, red with soldiers’ bravery and boys’ shame (and here the affects
begin to shade into social types), blue with mariners, violet with proph-
ets, and “medley, graye, and russet” with “the poore and meaner sorte” (sig.
R3v). Green figures in Alciati’s and Whitney’s spectrum in an implicitly
middling position, after black and white, as if all the succeeding col-
ors were generated out of it: “The greene, agrees with them in hope that
liue; / And eeke to youthe, this colour we do giue” (sig. R3v). In his own
account of green, Lomazzo takes over from Ludovico Dolce’s 1565 dia-
logue on color a consideration of whether the use of boughs, herbs, and
green fabrics in funeral rites indicates sadness or hope.* (It is hope, of
course.) Mentioned in Lomazzo’s section on green is the custom among
the ancient Persians and Romans of burying an emerald with a noble lady.
Isabella d’Este, Marchioness of Mantua, is reported to have owned a sma-
ragd that was found in the tomb of Cicero’s daughter.

Hunting the Green Lion

In experiment 327 of Sylva Sylvarum, Bacon again speaks of metals as if
they were living, growing things. Prepare, he advises the reader, a tem-
perate heat that can “Disgest, and Mature” the metal, apply the heat so that
“the Spirit of the Metall be quickened,” be careful that “the Spirits doe spread
themselues Euen,” ensure that none of the spirits escape into the air, give
the process time enough, and, if you have chosen the right metal to work
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with, the result will be . . . gold.”¢® The trouble with alchemy, Bacon says
in the preface to the experiment, is not the physical feasibility of trans-
forming base metals into gold—“The Worke it selfe I iudge to be possi-
ble” (sig. M6v) —but the ill-considered means that experimenters have
used and the vain theory in which they have grounded their labors. Too
much heat, not enough time, the wrong metal: these are the logistical rea-
sons alchemy has failed. As for the received theory, it is “full of vnsound
Imaginations” (sig. M6v). Bacon’s experiment 327 is designed to purge
alchemy of “Vanities” taken over from astrology, natural magic, supersti-
tious interpretation of divine scripture, “Auricular Traditions” (not only
oral but occult), and supposed testimonials by ancient authorities (sig.
M6v). And yet these syncretic elements are the very thing that ensured
alchemy’s hold on the imaginations of poets, playwrights, and visual art-
ists. Seventeenth-century scientific thinkers like Bacon, Boyle, and New-
ton may have tried to provide alchemy with a strictly physical rationale,
but it was the quicksilver quality of alchemy, its mercurial capacity to dis-
solve metallurgy into botany into astrology into magic into hermeneutics
into history into Platonic philosophy into spirituality that gave alchemy
such staying power well into the seventeenth century. Technology and
spirituality: for us, those are radically separate discourses. In seventeenth-
century alchemy, they coalesced.®!

In addition to being an amalgamation of discourses, medieval and Re-
naissance writings about alchemy, according to Gareth Roberts, can be
analyzed as a set of rhetorical strategies (obscurantist code, metaphor,
paradox), as arepertory of narratives (dream vision, discipleship to a mas-
ter, conflict ending in violence, parricide and incest), and as a pattern of
recurrent images (sowing-growth-harvest, marriage between a red man
and a white woman, copulation-conception-gestation-birth).*> Among
those images, one of the most common is “hunting the green lion.” That
is the code phrase Newton preferred in the notes he made about his al-
chemical experiments.*® Graphic realizations of the green lion are to be
found in various printings and manuscript copies of “The Rosary of the
Philosophers,” a text that was first printed in German at Frankfurt in 1550,
translated into English at Liibeck in 1588, and transcribed in a number of
manuscripts, of which British Library MS Add. 29,895 is among the ear-
liest. An inscription of ownership and marginal notes in the same hand
identify one of the surviving manuscripts, currently owned by the British
Library, as having belonged to someone named John Clark. Plate 8 shows
how Clark’s manuscript adapts the German book’s image of the green
lion devouring the sun. “T am the true grene and goulden Lyon, without
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cares,” the caption reads. “In me all the Secretts of the philosophers are
hidden.”** The manuscript’s twenty illustrations are designed to function
as visual focal points for meditation, like the beads in a rosary or the il-
luminations in a book of hours, guided by the written text.®® Less than a
recipe book for how to turn base metals into physical gold, “The Rosary
of the Philosophers” invites the reader to turn base flesh into spiritual
gold—or rather, to do both at the same time.

The pursuer of knowledge, according to the poem, needs to read the
book over and over again in order to come to know “the principall state
of humane things, & the most seacrett treasure of all the seacretts of the
whole woorld” (fol. 2). This secret treasure of knowledge, emblemized
in the philosopher’s stone, operates on three levels at once. The author
speaks of knowledge as “colors,” indeed, as colors that can be touched
and felt: “the philosophers wold never have Labored and studdied to ex-
presse such diversities of cullers, and the order of them, unlesse they had
sene and felt them. . . . Therefore let your exercise and labor be used in
nature because our stone is of an Animal, of a vegetable, and of a myner-
all substance” (sigs. 3v—4). Next to this passage, Clark has drawn not one
but two pointing fingers. To Clark, as to other readers of early modern
English, “animal” meant spiritual, by way of Latin anima.

In mineral terms, the green lion devouring the sun signifies the pre-
cise moment when the spirits of the metal are freed from dross and be-
gin to coalesce into gold. In The Mirror of Alchimy (1597), attributed to
Roger Bacon, the sequence of colors in the process is specified as first
black (putrefaction), then red and white (coagulation), and finally green
(concoction).* The color produced by quicksilver, as Bacon observes in
experiment 291, is “an excellent green.” In vegetable terms, green signi-
fies growth. The “vegetable soul” that mankind was imagined to share
with both plants and animals includes reproduction. Maplet cites Gi-
rolamo Cardano to the effect that metals “are nothing else but the earths
hid & occult Plants, hauing their roote, their stock or body, their bough
& leaues.”®” If metals, like plants and animals, possess souls or spirits, then
the transmutation of base metal into gold becomes a form of growth not
unlike what happens with plants. George Ripley’s The Compound of Al-
chemy (1591) describes the production of gold as fertilization, gestation,
and birth in hermaphroditic images that combine male sperm with fe-
male menstruation:

In the time of this said proces naturall,
While that the sperme conceived is growing,
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The substance is nourished with his owne menstruall,
Which water only out of the earth did spring,
Whose colour is greene in the first showing. . ..

This menstrual fluid, not just the vitriol that catalyzes metals, is truly “the
blood of our greene Lyon.”s® In “The Rosary” and the texts it inspired,
Adam McLean explains, “the physical process became a mirror for soul de-
velopment, and the inner content of soul experiences became projected
upon outer processes in the laboratory or the natural world” (117). Thus
the warning in the proem: “Be thou therefore of one mynd and opinion
in the work of nature . . ., for our Art is not effected with the multitude
of things: And though the names thereof be divers and manifold, yett it
is allwaies one onely thing, and of one thing: . .. Therefore it is necessary,
that the Agent and patient be one thing” (sig. 3v).

The greenlion presents an especially suggestive instance of Michel Fou-
cault’s claim that the distinctive épistéme of the sixteenth and seventeenth
centuries, the distinctive paradigm for ordering knowledge of all sorts,
was analogy.%® Alchemical writings like “The Rosary of the Philosophers”
bracket together forms of knowledge that we in the twenty-first century
find altogether disparate—metallurgy, botany, human physiology, psy-
chology, spirituality—and regard them as “always one only thing.” Even
our distinction between subject and object—"“agent” and “patient” in the
terminology of the “Rosary”—shape up as two aspects of a fundamental
unity. Foremost among the ancient authorities claimed by alchemists and
ridiculed by Francis Bacon was “Hermes Trismegistus,” whose corpse was
supposed to have been found clutching a “smaragdine table”—that is, an
emerald tablet—on which was inscribed the fundamental propositions of
occult philosophy. Among the inscriptions on that green tablet was an ep-
igram encrypting Foucault’s analogical principle: “That which is beneath
is like that which is above: & that which is above, is like that which is be-
neath, to worke the miracles of one thing.”’* That Hermes = Mercury =
mercury = quicksilver = an excellent green is coincidence enough to
detain the most enlightened skeptic. Under the aegis of Hermes’ epis-
temology, to know metals is to know plants is to know the human soul.
And to know all three, at the moment of transmutation, is to know green.

Perhaps it is alchemy that finally explains why Trevelyon would imag-
ine the entire cosmos as green (see plate 5). A section in the Wormsley
manuscript includes a section entitled “The greene Dragone: For Joyners
and Gardeners.” The image of a green dragon with red ears, red and yel-
low wings, red legs and feet, and a red tail, holding a pink glove in its
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mouth, presides over the ensuing forty leaves, which illustrate “some
thinges for ioyners, and Gardeners, as knotes, and Buildings, and Mory-
sies, and Termes, With many other thinges to serue their Vse very well”
(2:573). An alchemical inspiration is possible. Like all the assemblage of
objects that Trevelyon depicts in this section, a “term” combines “ani-
mal,” vegetable, and mineral elements. A human head emerges out of a
stone pillar, which typically is placed to mark the borders of a garden
(OED, “term” n. V.15). A “term” becomes a “herm” when the head of Ter-
minus, the god of boundaries, becomes the head of Hermes, the god
of boundaries transgressed (OED, “herma”).” Ultimately it is a fascina-
tion with the phenomenon of transmutation itself —mineral, botanical,
spiritual—that explains why images out of alchemy suddenly glint in
writings by so many and so diverse Renaissance writers, including An-
drew Marvell.”2 As Lyndy Abraham points out, Marvell joined the house-
hold of Thomas, Lord Fairfax, just when his employer had retired from
public life and set himself the task of translating Francois Foix de Can-
dale’s commentary on Hermes Trismegistus’s The Pymander.”® “No white
nor red was ever seen/So am’rous as this lovely green™ does Marvell
imagine here, beyond lovers’ blushes, the red sun married to the white
moon?’* That way madness lies, think many modern readers. If so, the
way thither passes through Bacon’s Sylva.

The Eye’s Green Apple

Scientific reasons for the central position of green in Aristotle’s spec-
trum have been provided by modern neurophysiology and psychophys-
ics. Each human retina contains two sorts of photoreceptors: rods and
cones. The 120 million rods (so called because of how they look under a
microscope) absorb light waves across the entire visible spectrum, but
the chance of light being absorbed is greatest for waves at about 475—
525 nanometers, in the range that English speakers identify as “blue” and
“green.” Since any activation of the rods triggers the same response in the
optic nerve, regardless of the wavelength of the light, rods register dis-
tinctions only between light and dark—that is, distinctions in value. Dis-
tinctions in hue are triggered by a different set of receptors: the cones.
The retina’s five to seven million cones (again, that’s what they look like
when seen through a microscope) are clustered at the focal point op-
posite the eye’s lens. There are, in fact, three different sorts of cones, all
of them sensitive to light waves across the visible spectrum but each of
the three sorts most susceptible to light waves at different frequencies.
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S-cones respond most readily to light waves at about 440 nanometers, in
the range identified in the English language as “blue”; M-cones, by light
waves at 535 nanometers, in the “green-to-yellow” range; and L-cones, by
light waves at about 565 nanometers, in the “yellow” range. Secondary
processing follows these excitations and alters the signals that are relayed
via the optic nerve to the brain. Positive and negative afterimages (red af-
ter green, yellow after blue, white after black), color discrimination, and
color constancy all have their effect on how the brain “reads” the signals.
Thus, red results when green-to-yellow signals produced by the M-cones
are subtracted from yellow signals produced by the L-cones.” It takes
negative green to make positive red.

The curve shown in plate 9 demonstrates how much more sensitive the
L-conesat 565 nanometersare in comparison with the M-conesat 535 nano-
meters and, even more remarkably, in comparison with the S-cones at 440
nanometers. Reading the spectral chart from left to right, it is easy to see
how red “events” emerge out of a green-to-yellow matrix. Red demands
to be noticed in a way that blue and green do not. At the same time, red
needs green to enforce its demand. Many neuroscientists, biologists, and
psychologists believe that two sets of cones, one sensitive to green and the
other to red, were the first to evolve in primates—in effect, making green
and red the first colors to evolve out of black-and-white vision.”® The rea-
son for this evolutionary turn is suggested by a story that Robert Boyle
tells in Some Uncommon Observations about Vitiated Sight (1688). An 18- to
20-year-old gray-eyed gentlewoman, Boyle reports, lost her vision as a re-
sult of medically induced blisters on her neck and other parts of her body.
Although her sight eventually returned, the young woman could no lon-
ger see colors. When she walked in the meadows, she told Boyle, she did
not see green but “an odd Darkish Colour.””” When she kneeled down to
pick violets, “she was not able to distinguish them by the Colour from the
neighbouring Grass, but only by the Shape, or by feeling them” (sigs. S6—
S6v). Without color vision, the dappled light reflected offleaves and grass
would make it very hard for human eyes to distinguish fruit from foliage,
target from scan, figure from ground. Searching for a “final cause” for his
informant’s misfortune—the title of the entire volume is A Disquisition
about the Final Causes of Natural Things—Boyle asked her whether she was
troubled by “Female Obstructions,” to which she replied not now, but
“formerly she had been much subject to them, having been obstinately
troubled with the Greensickness” (sig. S6v). No comment from Boyle,
who just by asking the question seems to have imagined that greensick-
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ness, far from making one see the world through green spectacles, might
make itimpossible to see green—or any other color, for that matter. Find-
ings of the World Color Survey bear out the hypothesis that green and
red were the first colors to impinge on human vision; among the world’s
languages it is red that tends to get named first, after black and white. By
comparison, red’s evolutionary counterpart green and its evolutionary
successor blue are so unremarkable that they can remain fused as “grue”

Rods and cones were not, of course, available to Andrew Marvell and
his contemporaries as explanations for how color happens in the eye and
the brain. As early as 1611, Johannes Kepler demonstrated the geometry
of vision: light beams from objects in the world are refracted through
the lens of the pupil—the “apple” of the eye, it was called in early mod-
ern English (OED, “apple” n. A.7.a)—to become inverse images on the
retina at the back of the eye. Though the presence of color is of course
assumed, Kepler’s geometry can totally be charted in black and white, as
witness not only Kepler’s verbal descriptions but the engraved diagrams
in Descartes’ La Dioptrigue, published 33 years later. It was not until 1801
that the English scientist Thomas Young hypothesized that color vision
results from different sorts of receptors in the eye that are sensitive to dif-
ferent ranges of light waves.”® In the meantime, the two conflicting theo-
ries about the physics of vision—rays sent out from the viewer’s eyes to
objects versus rays sent from objects to the viewer’s eyes—entailed two
conflicting stories about the physiology of color.

Plato’s explanation, as we noted in chapter one, actually combines the
two theories. According to Plato, rays of fire from the eyes meet rays of
fire from objects in the midst of daylight to form “a single homogeneous
body aligned with the direction of the eyes.””” The resulting “body of fire”
transmits the motions of whatever it encounters and whatever encoun-
ters it “to and through the whole body until they reach the soul” (45¢c—d).
The mixing of the two fires happens in midair. Different colors are said
to result from two factors: the relative strengths of the two beams of fire
and the differing effects of moisture, both in the ambient air and inside
the eyes. If the “parts” of the rays coming from objects is the same size as
the “parts” of the rays coming from the eyes, the result is transparency—
no color at all (67d). If the incoming parts from objects are smaller than
the outgoing parts from the eyes, the result is dilation, producing a per-
ception of white. If the incoming parts are larger than the outgoing parts,
the result is contraction, producing black. Between white and black—the
same two poles recognized by Aristotle and by most cultures around the
world today—Plato ranges all the other colors, which vary according to
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the intensity of the fire and the degree of moisture present in the air or
inside the eyes. All hues seem to be present in what Plato calls a “bright-
and-brilliant” quality in objects, a value rather than a hue proper (68a).
Hues themselves—red, orange, purple, violet, gray, amber, beige, cobalt
blue, turquoise, and green, in that order—are the products of a less in-
tense type of fire, something intermediate between white and bright-
and-brilliant. Thus green results when fire from the eyes, mixed with fire
from daylight, is filtered through the eyeballs’ moisture (producing red),
vivified by additional bright-and-brilliant (producing orange), and tem-
pered by blackness resulting from contraction of the pupils (producing
green) (68b—d).

Fire and water are likewise determinants of color in Aristotle’s explana-
tion. Passages in Aristotle’s Historia Animalium (The History of Animals)
and his treatise De Generatione Animalium (On the Generation of Ani-
mals), supplemented by a book devoted to eyes in the Problemata attrib-
uted to Aristotle during the sixteenth and seventeenth centuries, all as-
sume that different colors are perceived when fiery beams reflected from
objects penetrate the watery content of the eyeball in different ways. Just
as color in objects results from the varying degrees to which matter can be
penetrated by fire, so the sensation of color within the eye depends on the
varying ways in which the eye’s internal fluid is penetrated by fire. Among
the organs of sensation, Aristotle points out, only the eye “has a bodily
constitution peculiar to itself”®° The organs of touch and taste are part
and parcel of the body itself; the organs of smell and hearing are passages
in the body. The eye, by contrast, is its own entity, even though it com-
municates with the brain via direct passages: “the eye is the purest part of
the liquidity about the brain drained off through the passages which are
visible running from them to the membrane around the brain. A proof of
this is that, apart from the brain, there is no other part in the head that is
cold and fluid except the eye” (De Generatione Animalium 744.2.8—10).

Even before it is struck by fiery beams from objects, the eye itself pos-
sesses color. In Historia Animalium, Aristotle carries out a quick cross-
species comparison of eyes and comes to this conclusion: “Of the eye the
white is pretty much the same in all creatures; but what is called the iris
differs. In some it is black, in some distinctly blue, in some greyish-blue,
in some greenish; and this last colour is the sign of an excellent dispo-
sition, and is particularly well adapted for sharpness of vision.”® Green
irises are best because they indicate a density of water within the eye that
is just right for receiving fiery beams from without. Blue eyes have too lit-
tle liquid in them and therefore are too much moved by the light. Dark
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eyes have too much liquid and are moved too little. “The sight of the eye
which is intermediate between too much and too little liquid is the best,
for it has neither too little so as to be disturbed and hinder the move-
ment of the colours, nor too much so as to cause difficulty of movement”
(De Generatione Animalium 780.a.22—24). Just as green in objects results
from a middling transparency, in which the elements of earth and fire are
present in equal ratios, so the sensation of green within the eye depends
on a tempering of fire and water.

In short, green-colored eyes see best, and green is what they like to see.
Among the questions raised in book 31 of the treatise known as “Aristot-
le’s Problems” is why vision deteriorates when we gaze on objects of other
colors whereas “it improves if we gaze intently on yellow and green ob-
jects, such as herbs and the like.”®? The answer is to be found in the den-
sity and elemental composition of green objects: “Now green things are
only moderately solid and contain a considerable amount of moisture;
they therefore do not harm the sight at all, but compel it to rest upon
them, because the admixture of their colouring is suited to the vision”
(959.2.34—37). The version of this question and answer that was antholo-
gized in the handy octavo The Problemes of Aristotle, with other Philosophbers
and Physitians (which went through 17 editions between 1595 and 1704)
sums up a now forgotten commonplace: “the greene colour doth meanly
move the instrument of the sight, and therefore doth comfort the sight:
but this doth not black nor white colour, because their colours doe vehe-
mently stir and alter the organ and instrument of the sight, and therefore
make the greater violence: but by how much the more violent the thing
is, which is felt or seene, the more it doth destroy and weaken the sense.”®
Perhaps Adam’s eyes were the green of paradise.

That within which Passingly Showeth

The transparency that Aristotle locates at the surface of all forms of mat-
ter was recognized by Renaissance observers on the surface of human
skin. Lomazzo, in his Tratatto, distinguishes quantity or proportion as
the “matter” of painting from the “form” imparted by “colours answer-
able to the life” (sig. B3). A convincing portrait requires not only matter
but form, not only quantity but color. It is well and good for a painter
to get the quantity right. “But when unto this proportioned quantity he
shall farther adde colour, then he giveth the last forme & perfection to the
figure, insomuch, that whosoever beholdeth it may be able to say: this is
the picture of the Emperor Charles the fift, or of Philippe his sonne, it is the
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picture of a melancholie, flegmaticke, sanguine, or cholericke fellowe, of
one in love, or in feare, or a bashfull young man &c” (sig. B3v). That is
to say that color communicates the sitter’s passions. Lomazzo contrasts
the “pleasurable sweetenesse” of green with the “tarditity, musing, mel-
ancholie, &c.” of dull earth colors, the “courage, prouidence, fierceness
and boldnesse” of red, the vigilance, grace, and sweetness of gold, yellow,
light purple, and other bright colors, and the “ioy, mirth, delight, &c.” of
rose, light green, and bright yellow (sig. KK2v).

When Lomazzo praises color as being able to represent “the true dif-
ference” not only among beasts, birds, and fish but also among men of dif-
ferent countries and conditions, he has in mind external appearances as
well as “all the passions of their mindes, and allmost the very voyce itselfe”
(sig. HHsv). The sitter’s passions show up not just in skin tone—a ruddy
complexion for a sanguine temperament, say—but in the hues, values,
and saturations of the setting and the props. Any attempt to fix the mean-
ing of a color (green = hope, green = love-longing, green = jealousy)
misses the complexity of the situation.®* Differing configurations of sit-
ter, setting, and props, realized in multiple combinations of hue, bright-
ness, and intensity, open up a dazzling range of possibilities. Two English
portraits dating from the early seventeenth century can show us some of
green’s manifold valences.

In 1603, James VI and I's daughter Elizabeth sat for a portrait by
Robert Peake (plate 10). According to an inscription on the canvas, she
was seven years old at the time. Since no royal payment to Peake is re-
corded, it is likely that Elizabeth’s portrait and a companion piece show-
ing Henry, Prince of Wales, in the company of Sir John Harington were
commissioned by Lord and Lady Harington of Exton, who were ap-
pointed by James to look after Elizabeth when he ascended the English
throne in 1603.% Sumptuous interiors with draperies, cushioned chairs,
and Turkish carpets were more common in late-sixteenth-century Eng-
lish portraits than exterior landscapes, but for Elizabeth’s outdoor sur-
roundings, Peake may have found precedent in Nicholas Hilliard’s small
portrait of George Clifford, 3rd Earl of Cumberland (1590?), dressed to
the hilt as the Queen’s Champion and holding down a patch of green
turf, as well as in Marcus Gheeraerts the Younger’s large-scale portrait
of Captain Thomas Lee (1594), shown bare-legged and ready for action
amid the wild Irish country where he had recently seen military action.®
The green landscape within which Princess Elizabeth contemplates the
viewer may be intended to represent the Harington estate at Combe Ab-
bey, Warwickshire.®”
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The organization of the space is curious, though. If, to a modern eye,
it seems to lack the depth provided by geometrical perspective, it may
be that another kind of perspective governs the point of view. Leonardo
da Vinci (Haydocke’s “Leonard Vincent”) distinguishes prospettiva lineale
(the system of sight lines that now counts as “perspective,” pure and sim-
ple) from prospettiva di colore from prospettiva spedizione. It is the third sort,
which is concerned with the “dispatch,” or relative clarity, of the things
and people being represented, that constituted in Leonardo’s eye a paint-
er’s genius.®® Lomazzo, in his Tratatto, explains what “color perspective”
entails. In his managing of color, Lomazzo observes, a painter “expresses”
two things: “First the colour of the thing whether it be artificiall or natu-
rall: which he doeth with the like colour, as the colour of a blewe garment
with artificiall blewe; or the greene colour of a tree with a like greene.
Secondly he expresseth the light of the sunne, or any other bright light
apte to lighten or manifest the colours” (sig. B4). That is to say, he ex-
presses value as well as hue.

In Peake’s portrait of Princess Elizabeth, perspective di colore and per-
spective spedizione are much more prominent than perspective lineale.
Elizabeth stands on a very solid-looking patch of dark green. Behind her
the landscape presents itself, not as the continuous plane we would ex-
pectin perspective /ineale, but as two horizontal bands: one that stretches
from the dark green foreground to a river in the middle distance, the sec-
ond from the river to a misty blue horizon visible only at the right. What
should occupy the horizon line is masked for the most part by the green
boughs of trees. Although perspective di colore determines the varying de-
grees of golden light on the leaves—those in the foreground display more
gold flecks of light than those further back—the boscage has a certain
foreshortening effect with respect to Elizabeth’s upper torso and face,
making her seem as if she were standing a few feet in front of a verdure
tapestry. If there is a vanishing point, it is situated, not at the horizon line,
but behind Elizabeth’s eyes—an effect that heightens the sense of Eliza-
beth’s presence.

One could say, indeed, that the boscage has much more to do with put-
ting the sitter across to the viewer than it does with situating her in an ac-
tual landscape, at Exton or elsewhere. The activities shown in the land-
scape point toward the destiny that Elizabeth realized ten years later, on
February 14, 1613, when she married Frederick, the Elector Palatine—a
union celebrated by John Donne in “An Epithalamion, or mariage Song
on the Lady Elizabeth, and Count Palatine being married on St. Valentines
day.” As was customary, Donne, in his verses, puts the bride and groom
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to bed. Their sexual union he imagines in alchemical colors, but with
the usual genders reversed: “Here lyes a shee Sunne, and a hee Moone
here, / She gives the best light to his Spheare, / Or each is both, and all.”#
The park-work character of the bed curtains may be indicated in Donne’s
comparison of the bed to “the Arke / (Which was of soules and beasts, the
cage, and park)” (sig. Q8) and in the way he locates, outside the closed
curtains, himself and his readers, who “As Satyres watch the Sunnes up-
rise” (sig. R1v). Sexual energies also animate the landscape in Peake’s por-
trait, where gender distinctions divide the green space vertically as land
forms divide it horizontally. On the left, two female figures converse in
a summer bower; on the right, male figures mounted on horses compete
in a tournament, an activity that does for courting human males what pa-
rading their feathers does for courting peacocks.”® The scenario antici-
pates The Two Noble Kinsmen by Shakespeare and John Fletcher, in which
Emilia discusses with Theseus’s bride-to-be Hippolyta how reluctant she
is to give up female companionship and marry. Hippolyta’s knowing re-
ply perhaps alludes to greensickness as a condition deemed to be peculiar
to pubescent young women who have not yet found release from their
longing for love.” Hippolyta says she can no more credit Emilia’s resolve
not to marry “Then I will trust a sickely appetite, / That loathes even as it
longs.”* In the event, Emilia does marry. Her suitors compete for her pos-
session in a tournament. The left and right scenes in Peake’s portrait of
Princess Elizabeth are offered not so much as depictions of what one might
have seen happening in Exton park as suggestions of Elizabeth’s inner life.

So, too, the water and the dominant green. Through its perspective
spedizione, Peake’s palette conveys the seven-year-old princess’s unripe-
ness, the coolness and moistness of a body that will be warmed at sexual
maturity. In a pair of poems by Edward Herbert, greensickness figures
as something not to be regretted but celebrated. “The Green-Sickness
Beauty” of Herbert’s verses is to be found, not in the sexually mature
young women usually diagnosed in early modern medicine, but in prepu-
bescent girls like Princess Elizabeth. Beams of the rising sun seem fairer in
their first blush than in their later red, Herbert’s “I” observes, and a bud-
ding rose smells sweeter than a blossom with petals fully opened.

So in your green and flourishing estate

A beauty is discern’d more worthy love,
Then that which further doth it self dilate,

And those degrees of variation prove,
Our vulgar wits so much do celebrate.
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Herbert’s connoisseurship of female beauty depends on knowledge that
ripeness will come in due course, that the warm blood will “give at last a
tincture to your skin,” but in the meantime, he appreciates the here-and-
now vitality of “the green-sickness beauty.” Similar sentiments inform
Donne’s astonishingly misogynist poem “Communitie.”

It is in a melancholic’s posture that Edward Herbert, he of the por-
trait revealed from behind green taffeta by the Earl of Dorset, confronts
us in Isaac Oliver’s miniature of ca. 1613—1614 (see plate 11). Reclining in
tournament gear beside a wooded spring, Herbert’s image remains one
of the most arresting Renaissance English portraits. It deserves fame
likewise as one of the most arresting portrayals of Renaissance English
green. By my calculation, green pigments occupy at least 50 percent of
the portrait’s 7 X 87;—inch surface. Add to this the represented objects
usually understood to be green—the grass next to the spring, tree shoots
and small plants, the blue-hued landscape in the distance—and the to-
tal rises to something like 65 percent. One might say that green, as much
as the person of Edward Herbert, provides the stuft for Oliver’s artistic
elaboration.

Scholarly commentary on the portrait has recognized two roles for the
recumbent Herbert: chivalric knight and melancholic philosopher.** The
valorous deeds that the portrait conveys are suggested by Herbert’s tour-
nament costume as well as by the armor, plumed helmet, and caparisoned
horse that a squire attends in the middle distance. In his autobiography,
Herbert makes much of his installation as Knight of the Bath by the newly
arrived James VIand I. Herbert describes the investiture in detail: the Earl
of Shrewsbury’s putting on of Herbert’s right spur, the ritual bathing the
night before the ceremony, the procession from St. James to Whitehall,
the gown of purple satin and the pledge of white silk and gold worn on
the left sleeve by all the newly installed knights “vntill they have done
something famous in Armes or till some Lady of honor take it of and fas-
ten it on her sleeue saying I will answer hee shall prove a good Knight.”*
Herbert did not have to wear his knot for long. “A principall Lady of the
Court and certainly in most mens opinion the handsommest tooke mine
of and said she would pledge her honor for myne” (38).

Asfor the role of philosopher, the device on Herbert’s shield, ared heart
emerging with sparks from golden flames (or are they golden wings?), and
the inscribed motto “Magica Sympathia” have been connected by Roy C.
Strong to Herbert’s best known piece of writing in his own time, his trea-
tise De Veritate (1624,1633, 1639, 1645, 1656), as well as to various emblems
of winged hearts, like the heart rising out of a book in George Wither’s



Figure 4. Nicholas Hilliard, Portrait of Henry Percy, oth Earl of Northumberland
(1594—98). Watercolor on vellum. Original image, 10% X 6%, inches (25.7 X 17.3 cm).
(© Rijksmuseum, Amsterdam/The Bridgeman Art Library.)
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Figure 5. Isaac Oliver, Portrait of an Unknown Man in a Black Hat (1590—95). Watercolor
and body color on vellum laid on card. Shown actual size, 47 X 3% inches (12.4 X
8.9 cm). (The Royal Collection, © 2007 Her Majesty Queen Elizabeth I1.)

Emblemes (1635).%° The effect of Herbert’s affecting the philosopher is sug-
gested by one of Jaques’s poses in As You Like It. Two of Duke Senior’s co-
horts describe how they came upon Jaques in the forest lamenting the
death of a deer. “The melancholy Iagues,” as he apostrophized the dying
deer, “lay along/Vnder an oake, whose anticke roote peepes out/Vpon
the brooke that brawles along this wood” (F 1623, 2.1.26, 30—32).”” Philos-
ophy, with feeling, likewise accounts for the greenwood trees that shelter
Henry Percy, 9th Earl of Northumberland, in Nicholas Hilliard’s rectan-
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gular miniature of 1590-1595 (figure 4), the unknown black-hatted young
man in a rectangular miniature by Oliver of the same date (figure 5), and
Democritus in one of the woodcuts by Christof le Blon that adorn the
title page to the third and later editions of Robert Burton’s The Anatony
of Melancholy (1628, 1632, 1638, 1651, 1652, 1660, 1676; see figure 6). The
situation of all these figures—Herbert included—is captured succinctly
in “The Argument of the Frontispiece,” added to the fourth edition of
Burton’s Anatomy (1632): “Old Democritus vnder a tree, / Sittes on a stone,
with booke on knee.” Democritus, whose theory that all matter is com-
posed of atoms carries the notion of “anatomy” about as far as it can go,
is flanked by images of “Iealousye” and “Solitarinesse.”® Percy, the un-
identified young man in a black hat, and Democritus share with Herbert
an untied collar, the better to sigh withal. In all four cases, the subjects’
proximity to earth suggests the cool, dry qualities of black bile and the
melancholic humor that black bile was thought to induce. The elevated
situation of all four figures relative to other planes in the landscape sug-
gests their philosophical detachment.

Knight and philosopher, however, hardly exhaust the valences of green

Figure 6. Frontispiece of Robert Burton, The Anatomy of Melancholy (1638), detail. En-
graving by Christof le Blon. Shown actual size, 27 X 3% inches (7.3 X 8.6 cm). (Repro-
duced by permission of the Huntington Library, San Marino, California.)
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in Oliver’s portrait of Herbert. Indeed, the portrait gives material witness
to green stuff in all its varieties. Considering its dominant hue, the panel
could almost count as green stuff in an inventory of movable goods. Who
commissioned Oliver’s portrait of Herbert, where the owner kept it, to
whom he or she showed it: answers to all of these questions remain un-
documented. The diminutive size of the portrait—smaller than a sheet of
copy paper—suggests, however, that it was intended for viewing in inti-
mate circumstances, either alone or on an occasion like the one Herbert
describes when the Earl of Dorset pulled back the curtain and displayed
areplica of the portrait Herbert himself had commissioned from William
Larkin. Another copy of the Larkin portrait was ordered, Herbert reports
in his autobiography, by “a greater person then I will here nominat” who
keptit “in her Cabinet” (60). That personage may have been Queen Anna
(144—45).

More intimate—and greener still—were the circumstances in which
Herbert discovered a third copy of his portrait, this time in the posses-
sion of the wife of Sir John Ayres. Lady Ayres had managed to find a copy
and “get it contracted in to a litle forme by Isaac the Painter [Isaac Oli-
ver] according to his manner and afterwards, caused it to bee set in gould
and Enamiled and soe wore it about her neck soe lowe that shee yet
hid it vnder her brests” (60). Something of Oliver’s manner can be wit-
nessed in the miniature of Herbert as the recumbent knight-philosopher.
When Lady Ayres looked at Herbert’s image it seems to have been with
the “green spectacles” that Thomas Wright describes in The Passions of the
Mind in General. Her wit could see nothing but green—*“that is,” accord-
ing to Wright, “seruing for the consideration of the Passion.”* In a word,
Lady Ayres greened Edward Herbert:

Coming one daye into her Chamber I sawe her through the Courtaines ly-
ing vpon her bed with a wax Candle in one hand and the Picture I formerly
mentioned in the other. I coming therevpon somewhat boldly to her shee
blew out the Candle and hid the Picture from mee; My selfe therevpon be-
ing Curious to know what that was shee held in her hand got the Candle
to bee lighted againe, by means whereof I found it was my Picture shee
looked vpon with more earnestnesse and Passion than I could haue eas-
ily beleiued especially since my selfe was not ingaged in any affection to-
wards her (61).

How he happened to be in Lady Ayres’s bedroom Herbert does not say.
With respect to landscape, Oliver’s portrait replicates the geography
of Hilliard’s portrait of Thomas Percy, Oliver’s of a young man in a black
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hat, and Burton’s of Democritus. The philosopher-knight in Oliver’s por-
trait of Herbert is situated somewhere in between the ascetic isolation of
Hilliard’s Percy and the comparative sociability of Oliver’s black-hatted
young man and Le Blon’s Democritus. Hue and value in the Herbert por-
trait define three distinct planes: the bright yellow-green on which Her-
bert reclines, the truer and cooler green of the middle distance, and the
soft blues of the far distance. (According to the principles of perspective
spedizione, these soft blues should be read as green.) The last of the three
planes recedes in three sequential waves: first woods that alternate with
open spaces, then a river with a three-masted ship, and finally a castle-
keep with a mansard roof.

All of these features may refer specifically to a landscape that Herbert
praises in his autobiography. In 1608, the 25-year-old Herbert decided to
make up for lost time, leave behind his wife and three young children,
and travel abroad—something he had been too young to do before he
was married at the age of fifteen. Against his wife’s understandable objec-
tions, he set out for France with his friend Aurelian Townsend. Among
the pair’s many pleasurable pursuits in France, Herbert singles out for spe-
cial mention the time they spent with Henri, Duc de Montmorency and
Constable of France, at two of his estates, one at Chantilly and the other
at Merlou, five or so miles away. Montmorency’s Chantilly estate boasted
“a greate and strong Castle” (occupied today by the Musée Condé) that
straddled several islands in the River Nonette, an interior “sumptuously
founded with hangings of silke and gould, rare Pictures and Statues,” and
excellent fishing. But it was the adjoining forest, “sett thick both with tall
trees and vaderwoods” (47), that impressed Herbert the most.

The green lion may also be lurking in Oliver’s painted woods. The
“Sympathia” emblazoned on Herbert’s shield is a key concept in his trea-
tise De Veritate, “On Truth.” Sym + patbia is, literally, “passion with,” a
concept that aligns Herbert’s philosophy with both Foucault’s épistéme
of analogy and the rush of spirits through the body that Herbert and his
contemporaries knew as passions. Cognition, in Herbert’s account, is a
process of working out conformities between external objects and the
mind’s myriad “faculties,” or predispositions, for perceiving shape, quan-
tity, movement, time, color, and other qualities.'° Analogy provides the
basis for Herbert’s epistemology to such a degree that he can declare, “We
are not only /ike elements, vegetables and brutes in virtue of heat, cold,
movement, walking, desire, hunger, thirst, animal cunning, and sleep, but
we are ourselves elements, vegetables and brutes” (170; emphasis added).
As the catalog of qualities in this quotation suggests, Herbert’s model al-
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lows ample play for emotions (adfectus) in acts of perception. The particu-
lar affect of Sympathia, of conformity across categories, is “joy” (177).

Seeing Herbert’s gaze as a lover’s gaze suddenly brings out the red of
that flaming heart on the shield, the red feathers of the helmet, the red
stripes of the attendant squire’s costume. Red, as Lomazzo notes in his
Trattato, communicates “courage, prouidence, fiercenesse and boldnesse
by stirring vp the minde like fire” (sig. KK2v). Those qualities figure in
counterpoint to the “pleasurable sweeteness” (sig. KK2v) of the portrait’s
dominant green and contrast with the water that gushes, most sugges-
tively, from a spring just beneath Herbert’s head. (Modern commenta-
tors seem to have missed the force of this water by seeing a flowing stream
where Oliver has clearly painted an active fountainhead.) Legh, in The
Accedence of Armorie, catches the same equipoise when he specifies what
the combination of green and red means in heraldry. Alone, vert “signi-
fieth ioyfull loue, bountifull minde, and gladnesse, with continuance of
the same.” Combine vert with “Sanguine,” and the affect is “to laugh, and
weepe at once” (sig. B4v).

Like his poet-brother George, “who was not exempt from passion and
Choler” (9), Edward Herbert freely confesses in his autobiography to be-
ing a passionate person. The young Edward admires his language tutor’s
composure under provocation: “Though yet I confesse I could neuer at-
taine that Perfection, as being subject euer to Choller and Passion more
then I ought and generally to speake my mynde freely and indeed rather
to imitate those, who, having fire within doores chuse rather to giue it
vent then suffer it to burne the house” (15). One particular passion that
Herbert approaches and avoids again and again—a passion hot and moist
rather than hot and dry—is lust. In a summary statement toward the end
of his autobiography, he tries to dismiss that particular passion, but then
has to confess, “If I transgressed sometimes in this Kynde It was to avoyd
a greater ill, as abhorring any thing that was against Nature” (101). That
greater ill could be masturbation; more likely it is sodomy. Herbert’s
painted portrait, for all its cool moist green, for all its trappings of mel-
ancholic sequestration, for all its darts of fire, portrays a physiologically
balanced temperament such as Herbert locates in the Duc de Montmo-
rency’s estates, in “the Groves near Merlow [sic] Castle™

You well compacted Groves, whose light & shade
Mixt equally, produce nor heat, nor cold,
Either to burn the young, or freeze the old,
But to one even temper being made,
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Upon a Grave embroidering through each Glade
An Airy Silver, and a Sunny Gold,
So cloath the poorest that they do behold
Themselves, in riches which can never fade,
While the wind whistles, and the birds do sing,
While your twigs clip, and while the leaves do friss,
While the fruit ripens which those trunks do bring,
Sensless to all but love, do you not spring
Pleasure of such a kind, as truly is
A self-renewing vegetable bliss.
(sig. E3v)
An actual forest, the physiological effects of blood (“burn the young”)
and phlegm (“freeze the old”), a park-work tapestry interwoven with sil-
ver and gold threads, and the generation of fruit end in a “vegetable bliss”
that anticipates the “lovely green” of Marvell’s “The Garden” (sig. I1) and
the “vegetable Love” of “To His Coy Mistress” (sig. E2). Herbert’s son-
net celebrates a balanced temperament that the author himself confesses
never to have achieved in life, and it does so through complex engage-
ments with green.

Chemical analysis would doubtless indicate which of Hilliard’s green
pigments his pupil Isaac Oliver has used in Herbert’s portrait: cedar
green, verdigris, pink mixed with bice, pink mixed with massicot, sap-
green, fleur-de-lis green. Too much attention to hue, however, would
miss the variations in value and intensity that characterize Oliver’s ways
with green. Roy C. Strong finds in the brightness of Oliver’s colors a retro
quality that connects his portrait of Herbert to Hilliard’s brilliantly col-
ored miniatures of the 1590s rather than with the lifelike tones of early-
seventeenth-century painting on the continent, as exemplified in Oliver’s
miniature of his wife Elizabeth Harding. Strong attributes this discrep-
ancy to Oliver’s need to satisfy Herbert’s old-fashioned tastes rather than
please himself.!%! Strong’s clear preference for the more subdued palette
of the Harding portrait speaks to a tendency in art history, with respect
to the Renaissance period at least, to value rationalized perspective in the
management of space and to prize ever greater degrees of verisimilitude
in rendering naturalistic effects of light and color. Brightness is some-
thing we are not equipped to see—or at least to talk about even if we see
it. Oliver’s portrait of green, in all its varieties of hue, value, and intensity,
offers the viewer a purchase on the world in which linear perspective is
not the only way to organize space and verisimilitude of light is not the
main thing that color communicates. Green in Oliver’s portrait is over-
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determined: it is more than the sum of its material parts. Green figures
as movable goods, as a matrix for viewing the primary visual subject, as
landscape, as the point where the mineral, the vegetable, the animal, the
human, and the spiritual sympathetically converge, as the midpoint in
the spectrum between black and white, as a physiological state, as the im-
petuosity of desire, as inward character, as pigment, as material for artistic
elaboration—and in that plenitude as “matter of an unspecified kind.”



CHAPTER THREE

Between Black and White

1| 0. Look out for the marked term, warn critics of a certain stripe. In any
binary, one term functions as the standard against which the other term
is marked as “different,” and that can be dangerous. One is one because
itisn’t zero, and one, as the unmarked term, is suspect. Alexander Pope,
like most Enlightenment writers, habitually thinks in such contrasts.! In
epistle 2 of An Essay on Man (1734) Pope confronts the ethical ambigu-
ities that attend human actions: “This Light and Darkness in our Chaos
join’d,/What shall divide? The God within the Mind.”? Otherwise, the
mind is like “some well-wrought Picture” in which light and shade are
mixed. The mind is not, however, the only place in which God is seated
asajudge.

If white and black blend, soften, and unite

A thousand ways, is there no black and white?

Ask your own Heart, and nothing is so plain;

*Tis to mistake them, costs the Time and Pain.
(sig. D1v)

Tell that to Frantz Fanon.? Aside from its political dangers, black/white
binarism is ambiguous with respect to color. Since Newton’s experiments
with prisms in the 1660s, we have come to think of white light as the pres-
ence of all colors and black as the absence of any color.* By the criterion of
colore, then, white would seem to be the standard. Consider, however, the
marks made with black ink on white paper as drawn lines, scripted let-
ters, or letterpress. By the criterion of disegno, the marked term is black.’
That vertical line separating 1 from o and “black” from “white”: just
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what is there? In Ferdinand de Saussure’s structuralist linguistics, it is a
“cut made from the mass of thought,” a cut that can be rendered graphi-
cally as the bar used in algebra® (see figure 1). For Derrida the line sepa-
rating “black” from “white” is less definite. Most famously it is an aporia,
an undecidable reading in philology (“you are to blame” versus “you are
too blame” is a good example from early modern English) or an unsolv-
able problem in philosophy (Socrates loved to lead his students to such
impasses). More frequently, Derrida refers to the space between 1 and o
as jeu, as play. To talk about that space of play, he says, one must turn to
assemblage, to an “interlacing,” a “weaving,” a “web.”” Elsewhere he char-
acterizes the space of play as an “enfolding” and connects the word hymen
(membrane, marriage) in Stéphan Mallarmé’s short piece “Mimique” with
the words hymn, buphos (textile, spider web, net, a verbal text), and hum-
nos (a weave, the weave of a song). “The hymen is thus a sort of textile,”
he suggests. “Its threads should be interwoven with all the veils, gauzes,
canvases, fabrics, moires, wings, feathers, all the curtains and fans that
hold within their folds all—almost—of the Mallarméan corpus.”® Wings
and feathers, fabrics and curtains: one thinks of Marvell’s soul, waving in
its plumes the various light, and the Earl of Dorset’s curtain, veiling Ed-
ward Herbert’s portrait until just the right moment. In effect, Derrida
refuses Saussure’s bar and embraces the shadowy chaos that inspires in
Pope both fear and a sneer. Ultimately it is the binary logic of Enlighten-
ment thought, expressed in the caesurae of rhymed couplets as well as in
logical oppositions like “black” and “white,” that Derrida is resisting. But
Enlightenment thought is not a// thought, not even all Western thought
before the 1960s. Between black and white, thinkers in the century and
a half before Pope were apt to see, not a bar, but a continuum. And what
filled that continuum was not chaos but color.

Line, Shadow, Color

Nicholas Hilliard, in his Treatise Concerning the Arte of Limning (ca.1598—
1603), acknowledges the primacy of line over the two other elements of
his technique, shadowing and color: “the principal p[ar]te of painting or
drawing after the life,” he declares, “consisteteh in the truth of the lyne.”®
And to prove his point he instances a drawing of Queen Elizabeth made
