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Allegory is a literary form that teaches through misdirection, telling its readers it
is about one thing while actually being about anotlh@ncourages readers to interpret
figuratively for religious, political, or moral meanings rather then loaly at the
narrat i ve ds Edlighteranena Allegargrgues ithat ghe period from about
1660 to about 1750 is especially important for the history of allegory. During this period,
allegory adapted to many of the historical and cultural changesgarying the British
Enlightenmend including the increasing authority of empirical epistemology, the
gradual spread of secular thinking, and the growing expectation for semiotic
transparency. The pr oj ec tc@rgurymiatergespended u me nt
to these changes by modalizing the allegorical genre, meaning that they separated the
previously indivisible literary form into its components and used those components apart
from their original overarching structure. This process of modalizagisulted in the

coexistence of generic and modal allegory, with some writers approaching it as a self
i



contained, continuous genre and others as a mode that could be used selectively and
discontinuously.

Many of the most eminent scholars of allegory codtnat it did not survive the
transition from the seventeenth to the eighteenth cerfmtightenment Allegory
challenges this argument. Enlightenment writers approached allegory not as an obsolete
literary form, but as one that could be adapted for @ieaue becoming increasingly
invested in empiricism and secularidrthat is, in the here and néwas authoritative
ways of understanding the world. But how individual writers adapted allegory in the
seventeenth and eighteenth centuries varied greatly: some allegories with a degree
of concrete detail unprecedented for the form; others used personified abstractions to
describe secular, worldly concepts; and others encased allegories within predominantly
literal texts. Allegory was a remarkably versatibeni that had the potential for being, on
the one end of the spectrum, a literary genre that consistently gestured towards ulterior
meanings and, on the other end, a mode that could be used intermittently and even mixed
with more literal and discursive magle

Enlightenment Allegorgonsists of two parts, each divided into two chapters. Part
| studies the changing role and status of allegory in Restoration England, using John
Bunyan and John Dryden as chief examples. Chapter 1 argues that Bunyan responds to
the growing authority of empiricism by infusing allegory with an unprecedented amount
of concrete detail. This infusion leads Bunyan into a problem. Though empirical and
concrete detail is a powerful way to teach his readers about the spiritual reddm, it a
runs the risk of reinforcing his readersé

meaning. Bunyan acknowledges this problem of overinvestment in the literal and
iii



responds by, first, connecting his allegories to biblical precedent anddséududing
mar gi nal notes that draw the readero6s atte
towards the allegorical signifieds.

Chapter 2 strengthens our understanding of Restoration allegory by shifting to
Drydends poetry. elBungan,dealps mdvéadlegorybnrthe direatign | i Kk
of the empirical and temporal. He does this not by including concrete detail in religious
allegories (as Bunyan does), but by using allegory to represent the historical and political.

In Absalom and Achitoph&ryden uses thmodus operanddf political allegory which

functions by using one set of particular persons or characters to disctiefe real

politiciangd to discuss the events of the Exclusion Crisis under the guise of retelling the
biblical storyof Aba | omds r ebel | i on Thediadandthe Pahiherg Da v i
Dryden also uses the allegorical form to represent the political and temporal, but in a
strikingly different way. He uses the beast fable form, understood at the time as a
subsectionofalle;gr y, to criticize the Protestantsaod
attention to the negative political manifestations of Protestant beliefs. Dryden also treats

the allegorical beast fable as a mode of writing that can be mixed with more literal and
discursive modes, departing significantly from earlier iterations of the form like those of
Spenser and Bunyan.

Part Il brings the analyses of Bunyan and Dryden to bear on eightasritiry
versions of the allegorical form. It looks at how various writkecsrporated allegory into
their texts, even when those texts were not members of the allegorical genre. Chapter 3
examines how writers incorporated &lIl egory

TaleofaTulm nd Al e x a il Ouncidebs pakcdlasly illustrative examples.
\Y



Both of these two texts, though not allegories themselves, borrowed allegory as a
powerful satirical instrument. Mhale of a TulBSwift oscillates between a religious

allegory about three brothérgepresenting the CatholiBrotestant dissenting, and

Anglican churche® and digressions that portray allegorical reading in a negative light,
asking his readers to find a middle ground between unlicensed allegorical reading that
can be used tideresteand/sapechinaeld sr esaedifng t hat mi s s
hidden meaning. IDunciadPope intermingles personified abstractions such as Dulness
with reatlife individuals, using a traditional convention of allegory without committing

fully to the genre. Despite differences betwdiee two texts, botA Tale of a Tuland

The Dunciaduse allegory intermittently, pushing the form towards being an occasional
mode as well as a satbntained genre. Both texts also use the allegorical mode to push
against an overeliance on the conceetand empiricalTale of a Tulby satirizing the

indulgent experiments of the Royal Society &ndhciadby modelling, through the

speaker, how to think about history in both abstract and specific terms. Adapting allegory
to the eighteenth century does naty mean bringing the form into accordance with
emerging interests and investments. It also means using the form to react against those
interests and investments.

The general shift from generic to modal allegory is not absolute, but rather leads
to the cexistence of the two. This is made especially clear in Chapter 4, which focuses
on the role played by both generic and modal allegory in eighteenthry periodical
essays. The chapter examines a range of periodical essays written during the period,
looking both at how critics discussed allegory and at the uses of allegory in the essays

themselves. | argue that Joseph Addison, Richard Steele, Samuel Johnson and others
v



bring allegory into accordance with an increasing focus on literary decorum, if we
undestand this phrase not in the strict, overbearing sense sometimes attributed to the
eighteenth century but as denoting a general focus on reception and plausibility and on
the congruity of a textds various plesomponen
for managing generic and modal allegory and then used specific strategies to satisfy those
principles.Enlightenment Allegorg nds wi t h a coda focusing on
aesthetic principles, in part Paraddedast Johns
argues that writers should separate allegorical figures from literal characters when using
modal allegory by making allegorical figures immaterial and literal character material.
His argument is typical of contemporary criticism in its insistehaewriters should
properly distinguish between the literal and the allegorical.

My manuscript will make significant contributions not only to the field of
allegory studies, but to our understanding of genre theory during the British
Enlightenment. It ayues against the kind of literary history that associates the
transformation of traditional genres like allegory with the demise of those genres. In
many ways, allegory is a test case: studying its transformation throughout the
Enlightenment yields insight i nt o how the periodbs writers
that many associated with the religious and political worldviews of medieval and early
modern culture. Enlightenment writers were tremendously resourceful in picking and
choosing components fromatlitional literary genres, treating them not only as genres in
and of themselves but as modes that could be used within existing and emerging genres.
Far from fading away, traditional literary forms persisted through changing literary and

historical condions.
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INTRODUCTION

Allegory in the Age of Enlightenment:

Or , Ret hinking All egorydés Demi sc¢
Allegory has always been the phantom in the opera of late seventeenth
andeighteentc ent ury schol arship. 't wonot

comeforward for inspection.
Kevin L. Copé

| have found fAalelrangdroi calvera upp loemredis

auseless one for communicating any valuable information.
Arnold Williams?

Some of the most important scholarship on allegory claims that the literary form

faded away after the RenaissanceDark Concei: The Making of Allegory1959),

Edwin Honig argues that Enlightenment empi

erd. 0 He as s er segentéehtladentupyyllegoty was b gehre with nowhere
to turn because culture demanded a focus on ¢imerete and demonstrable over the
abstract Michael Murrin similarly contends that allegory died around 168@rilyn

Fr ancomaesrécent ef erences to the fAabandonment

1 Kevin L. Cope Enlightening Allegory: Theory, Practice and Contexts of Allegory in the Late Seventeenth
and Eighteenth Centurigblew York, NY: AMS Press, 1993), xiii.

2Arnold Williams, fi The EnAgnudlesMediablald (4963):R.I ay bef or e
3 Edwin Honig,Dark Conceit: The Making of Allegor§1959; reprint, Brown University Press, 1982), 39.
He also writes that @AOpinion about allegory in

I
dead but di sagree about t h ealleyayisdead is ubiquitsus id ldemarys e , 0

criticism. For a brief survey oThe\tdity of Allegory: of al |
Figural Narrative in Modern and Contemporary Fictioed. Gary Johnson (Columbus, OH: Ohio

University Press2012), 15. J.E. Spingarn argues that NAastotelianism and Ne&lassicism made

allegory practically obsolete by the time Ben Jonson was wridirtgjstory of Literary Criticism(New

York, NY: Columbia University Press, 1930), 276.

4 Michael Murrin, The Veil of Allegory: Some Notes Toward a Theory of Allegorical Rhetoric in the

English Renaissand€hicago, IL: University of Chicago Press, 1969), 242 andThe Allegorical Epic:

Essays in its Rise and Decliféhicago, IL: University of Chicago Pres1980), 1736.

e
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seventeenth century wivdnmore téllieg becauseit rasthtese mp i r
Honi gés and Murrinbés shar®ed argument as an
I n his poem AThe Death of Allegoryo (19
notion of allegoryds demise, | amanting the
abstractions/that used to pose, robed and statuesque, in paintings/and parade about on the
pages of the Renaissance/ di spl &Mieireflectst hei r
on the process by which the abstractions of allegory have beemsbene d t o a A FI| o1
tropeso to make way for condominiums and A
¢ a s’ €allids treats with a degree of nostalgia the time when personified abstractions
(Truth, Chastity, Courtesy, Villainy, etc.) and allegoricgations (the Garden of Mirth,
the Bower of Bliss, etc.) were conventions, opposing it to the relative triviality of modern
culture. The death of allegory is part of the process whereby the modern age has become
insipid and lifeless.
The prevailingmetghorsfor discussing allegory after the seventeenth ceétury
dead end, de¢la, and abandonmehtare inadequaté hey are symptomatic of an
overinvestment in the medieval and Renaissance notions of allegory, equating literary
change with the demisd the form Recently scholafs especially Theresa Kelley and
Jane Browd have pushed againstl | e gurporyed demise. They have argued

compellingly that allegory, far from dying with the rise of empiricism, played a pivotal

SMarilyn Francus, fAThe Monstrous MotHEHGBL(19Repr oduct i
844 andMonstrous Motherhood: Eighteen@entury Culture and the Ideology of Domesti¢Bgltimore,

MD: The Johns Hopkins University Pre2§12), 41.

5Billy Collins, i T IQeestibns abbut AngelRittgblirdh.ePé.:dJniversity ofi n

Pittsburgh Press, 1999), Il-4

"lbid., I. 11, 24.



role in postEnlightenment and even madewriting2 This body ofscholarship has done
us the service of partially freeing us from the notion that allegory simply stopped being
important after the Renaissance.

This dissertation arose out of the conviction that the more recent scholarship is on
the right track, but that we still do not sufficiently understand the role and status of
allegory during the Enlightenmehtntil now, attempts to argue that allegory does
continue through the eighteenth century have been defensive and even apologetic.
Enlightenment Allegorgeeks to present a more positive and more sophistisates of
arguments about the transformation of allegory in the modern pé#riodks at how
allegoryadaptedo the cultural changesccompanying the Enlightenménincluding tre
increasing dominance of the empirical worldview, the process of secularization, and the
rise of the modern aesthetftLimiting discussion to the purported death of allegory after
the Renaissance means missing t bemencvwatmp!| e x i
one of the most pervasive and influential literary forms of earlier periods. It also means

holding onto a notion of allegory as a rigid form that is ultimately irreconcilable with

8 See Theresa M. KelleReinventing AllegoryNew York, NY: Cambridge University Press,9, 70;

Jane K. BrownThe Persistence of Allegory: Drama and Neoclassicism from Shakespeare to Wagner
(Philadel phi a, PA: University of Pennsylvania Press
most difficult and significant period in thestory of allegory, the period in which allegory is believed to

have disappeared but i n f act Ranuedting ANegority Thenresaf ound t r a
Kel | ey: MBdem PhdologydB (2001): 643.

9 Even those scholars focusing on the tfarmation of allegory tend to skip over the eighteenth century as

an important period in that transformation. See Gay Cliffohe Transformations of Allego(iNew York,

NY: Routl edge, 1977); Paul d e BliMdness andilsighteEssByls mt or i ¢ of
the Rhetoric of Contemporary Criticisfllinneapolis, MN: University of Minnesota Press, 1983), 207;

Brenda Machosky$tructures of Appearing: Allegory and the Work of LiteraiiNew York, NY:

Fordham University Press, 2013),-30And a ecent collection of essays dedicated to rethinking the

history of allegory;Thinking Allegory OtherwisgStanford, CA: Stanford University Press, 2010), supports

the notion that allegory persists throughout the Enlightenment, but the collection as aedwfet

advance our knowledge of Enlightenment allegory. A notable exception to the tendency to gloss over the
Enlightenment is the essay collectiénlightening Allegoryop. cit.

10 Deborah L. Madsen argues that the understanding of allegory as gengilhas prevented us from

putting the form within its changing cultural conteRereading Allegory: A Narrative Approach to Genre

(New Yor k, NY: St. Martinés Press, 1994), 132.



empiricism and secularization. Allegory, however, is far fragidriWriters
experimented with the form throughout the seventeenth and eighteenth centuries. It is in
fact more versatile and resilient than scholars often recognize.

The term AThe Enlightenmento has many d
be a degative term because of its singularity and apparent simplicity. As it is understood
in this dissertation, the Enlightenmewdsa process of uneven development through
which the empirical,ite secular, and the literal beoaincreasingly authoritative as
means of understanding the wotlitllt is not accurately characterized by a linear
progression from an age of superstition to an age of reason (though many eighteenth
century writers understood it this way), but as azagging progression that involved, in
general, a growingivestment in the here and ndwDuring this period, the material and
the literal becane more than sigfers for the sacred; they beue signifiedsn and of
themselves. As | understandthe British Enlightenment thriveabt on rejeting the
artistic forms of the past, but on retooling those forms for an audmEomening

increasingly invested in the here and ndw.

Definitional and Methodological Questions: What is Allegory? How do we
study it?

The phrase fiuneven devel opment gisnitwatanalyzeghow f rom a tr
historical processes occur at various social and economic levels at different rates. For a particularly helpful
discussion of this term, see Neil Smithjeven Development: Nature, Capital and the Production of Space

(New York, NY: Basil Blackwell, 1984), 5. The phrase emerges from discussions of historical and

economic developments, but it also of great metaphorical value for talking about a range of historical and
epistemological processes like The Enlightenment.

2The focus on tl here and now, which is part and parcel of the Enlightenment, preexists the eighteenth
century. I't is particularly strong i MovemQ@gagons Bacon
(1620). See Bacohe New Organgred. Lisa Jardine and Miael Silverthorne (New York, NY:

Cambridge University Press, 2000).

13 See Gertrude Himmelfarb, The Roads to Modernity: The British, French, and American Enlightenments

(New York, NY: Alfred A. Knopf, 2004), 1819, 38, 5051.



The term fAal | eateuarlygpewertul sigrafisanck waitthin &
tradition of biblical hermeneutics that understood the proper interpretation of Scripture as
a process of reading for partially discrete, simultaneously functioning semantic levels.
Medieval exegetes often exqdited biblical passages according to af@miliar four-
fold interpretive technique. IBumma Theologe (c. 126575), for instance, Thomas
Aquinas distinguishes between the literal and the spiritual, the latter of which is itself
divided into the allegacal, the moral, and the anagogi¢iDante Alighieri subscribes to
a similar sort of biblical interpretation, and argues that readers should apply the same
reading interpretive methods e Divine Comed{13081320):

For the clarification of what | amgoing to say, then, it should be
understood that there is not just a single sense in this[WhekDivine
Comedy: it might rather be calledolysemousthat is, having several
senses. For the first sense is that which is contained in the letter, while
there is another which is contained in what is signified by the letter. The

first is called literal, while the second is called allegorical, or moral or
anagogical. And in order to make this manner of treatment clear, it can be

applied to the following verse: fAWhen | srael went out
of Jacob from a barbarous people, Judea was made his sanctuary, Israel his
dominion. o Now if we I ook at the | et

departure of the sons of Israel from Egypt during the tffdoses; if at

the allegory, what is signified to us is our redemption through Christ; if at
the moral sense, what is signified to us is the conversion of the soul from
the sorrow and misery of sin to the state of grace;tiieaanagogical,

what is sigified to us is the departure of the sanctified soul from bondage

to the corruption of this world into the freedom of eternal glory. And
although these mystical senses are called by various names, they may all
be called allegorical, since they are all eieint from the literal or

historical. For allegory is derived from the Gresdleon which means in
Latinalienus( ibel ongi ng divesusamait thf&e 0 ntod ) .

¥ Thomas Aquinassumma Theolage: Questions on Goad. Brian Davies and Brian Leftow (New
York, NY: Cambridge University Press, 2006), 1.i.10.

15 Dante Aligheri,Literary Criticism of Dante Alighieritrans. and ed. Robert S. Haller (Lincoln, NE:
University of Nebraska Press, 19739, 9



Here Dante uses a passage from Psalms 114 to demonstrate how to read for each level of
significance: literal interpretation focuses on the narrative as history; allegorical
interpretation (what we now often call typological interpretation), on how events of the
Old Testamenprefigurethe coming of Christ; moral interpretation, on how Chaussi
Sshould act; and anagogi cal Il nterpretation,
interpretive position acts as a lens, or a heuristic framework, through which to study
Goddos word. And the significanoeseept®rti cul a
contradict those of other levelor Dante as for Aquinasach lens had something
uniquely valuable to contribute to the study of Scripture. The beauty of an interpretive
method that focused on the polysemantic nature of Scripture was thaicsstton
would extrapolate a different sort mieaningrom the very same narrative. It is also
worth noting Danteds slippage in | anguage.
allegorical, the moral, and the anagogical and teeses the termllegorical to denote
nortliteral interpretation in general. It is this second usage, which departs from how
Aquinas and other theologians discussed allegorical interpretatioch would become
increasingly popular later on.

Allegory emerged as a distinliterary genre during the medieval period, taking as
its signature characteristic the ability to encourage readers to intdwpredrrative
all egorically. Et ymol ogically, fAallegoryo
allos( meani ngandagotialf éis@eaki ngo). Speaking other
great deal of confidence in thee a d e r (at ondy boiidentify when interpreting non
literally is necessary, but to then interpret the narrative according to the context

surrounding theext. It asks them to look for something that is, simultaneously, absent



and pivot al to the textds meaning. Angus F
means another. It destroys the normal expectation we have about language, that our
wordsandémdat t hey say. 0 xWiperson Yy¥reglyiewhatc at e q
our predication says he is (or we assume so); but allegory would turn Y into something
other @llos) than what the open and direct statemerngéteh e  r & Thealedfect.od
allegory is akin to a sustained form of irony, asking readers to consistently interpret
beyond or even against the words on the pa
the |l ogic of allegory would Asubvelan | angu
newspléak. o

Allegories arghereforepredicated on a balanced skepticism towards language
treating wordso6 potential for signifying s
valuable tool for discussingligion, politics, literature and othergigs. Allegory turns
the relationship between signifier and signified essential to literal meaning into-a three
way relationship between signifier, primary signified (on the literal level), and secondary
signified (on the allegorical level). So, for instanin the first book of he Faerie
Queeng1590, 1596) Edmund Spenser uses the Redcrosse Knight to signify,
simultaneously, the literal character (a knight fighting off various foes) and the everyday
Christian. As Maureen Quilligan points out, it is imamt not only to recognize the
potential gap between the | iteral asd the

across ¥hree galplsegori stodos words simultaneous

16 Angus FletcherAllegory: The Theory of a Symbolic Mogd#haca, NY: Cornell University Press, 1964;
reprint, Princeton, NJ: Princeton University Press, 2012), 2.

7 1bid., 2.

8 Maureen QuilliganThe Language of Allegory: Defining the Gefithaca, N: Cornell University
Press, 1979), 27.



signifieds (thus, for Quilligan, resemblimgoun more than ironyf,and we should pay
attention to how these signifieds interact with one another as well as how they differ.
Even though allegory makes a practice of saying one thing and meaning another, it does
not completely dismiss its literal mative 2°
Allegories are more than narratives that can be interpreted allegorically.
Allegoresig(allegorical interpretation) can hypothetically be applied to any text, and
indeed several scholars have written about al®goresissets the foundation fail
sorts of textual commentarforthropFr ye wr i t es, fial l comment ar

interpretation...The instant that any critic permits himself to make a genuine comment

about a poem. . . he Quilbgantalsmdistimguishes bativdere gor i z e .
allegoresisand all egory, reminding us of the forr
religious discussions that found in Homero

me a R*tllegoresishas a negative connotation because readers can use itnaliatio
whatis immoral or wrong under the guise of looking for hidden meaning. But if
allegoresiscould be applied to any text to the extent that many scholars see it as
inextricable from interpretation itself, then what makes allegory distinctive? Ajlegar
literary structure that uses what is explicit to pogsdergowards what is implicit,
thereby givinghose readenseason to look at politicateligious and moratontexs.

And as we will see throughout this dissertation, allegorists haveetyaf ways to

¥1bid., 21-6, 4051.

20 Quilligan makes a similar point, ibid., 29ne testament to the importance of the literal level in

Renai ssance al | eg &pehserman HoaticsKdolatry,dcortocla@m, and [gdiisaca,

NY: Cornell University Press, 1985), which focuses on how to TéedFaerie Queenas a literal text.

2 Northrop Frye Anatomy of Criticism: Four EssayBrinceton, NJ: Princeton University Press, 1957,

reprint, 1990), 89. Ernst Curtius similavrites thatallegoresis s fit he basi s of all text
wh at s oEerepean Literature and the Latin Middle Agésns. Willard R. Trask (New York, NY:

Harper and Row, 1953), 281

22 Quilligan, The Language of Allegorpp. cit., 29.



indicate the existence of implicit meaniguch as the use of personified abstractions

that represent mental concepts, the use of details connecting the narrative to recent

political events, and the inclusion of morals that purportedly $antetimes

tendentiously) |l ay out ®he taleds tropolog
These generalizations about how allegory typically functions should not be taken

rigidly. Indeed, in this dissertation | will seek to findnaddle groundbetween, on the

onehandt he ki nd of inconsi stent unedionanftnefial | eg
second epigraph and, on the other hand, wh
conception of allegoryodo that ?Wilampienghts narr
thattheunselt onsci ous use of Aallegoryo frustrat

can very quickly become a catell term with no concrete meaning. But equally

misguided are attempts by scholars to apply a rigid definition of allegory, whether based

on the termdés etymology or some other foun
excluding related literary forms like the fable or personification. This second trend is
represented by the criticism of Thomas Maresca, WamesB u n y dhe @igrind s

Progressand other posRenaissance allegoriés a confusionof allegory and
personificationMaresca uses the definition of allegory as speaking otherwise as a basis

for driving a wedge between allegory and personificatoguing that the names @i to

2Frye and Quilligan each make a similar point, but
allegory when a poet explicitly indicates the relationship of his images to examples and precepts, and so

tries to indicate how a commentary on him shouta pre eAdatody of Criticismop. cit., 90. Quilligan

goes even further, contending that allegories refisgoresisbecause they contain their own
interpretation. See Quilligan, AAlIl egorAllegonAl | egores
Myth, and Symbokd. Morton W. Bloomfield (Cambridge, MA: Harvard University Press, 1981), 185. |

think the argument that allegory points towards its own interpretation is incontestable, but it is hardly the

case that allegories contain their own meamingven start to unpack themselves in any explicit terms.

24 MadsenRereading Allegoryop. cit., 132.
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personifications identify exactly what the writer is discus$imjlegory speaks
otherwise, while prosopopoeia or personification tends towards specificity and clarity. He
further argues that the erroneous association between allegory and pexsoniisca
historicaly specific one that becomes widespread in the eighteenth century:
Baldly stated, it [my argument] is this: allegory has nothing to do with
personification. CorollaryT he Pi | gr i, farfbesample, isrptrae s s
allegory. Corollaryan accurate theory of allegory cannot start by
acceptingsuchtextsash e Pi | g r i avnbosa fierallegories.s s
Corollary: the confusion of personification and allegory is probably a
chronologically late development (perhaps even traceable tcaByand
probably successfully contaminated the idea of allegory in the course of
the eighteenth century when great rhetorical importance was attached to
the notion of personificatiof?.
This passage represents an extreme to be avdidednore generativapproach is to
remain sensitive not only to the etymology and original meaning of allegory, but to the
constantly evolving ways of discussing the form throughout history. The changes in how
writers and critics discuss allegory are wgrt study, not disnssal. Indeed, the major
pitfall of Marescads approach is that 1t m
transformatiorbecause otheoverly rigorous way in which it defines allegory.
| agree with Maresca that speaking otherwise is the bestglesn of the
allegorical form throughout history. But | disagree with his understanding of speaking
otherwise as rationale for excludingelated forms like personification. The phrase

Aspeaking otherwiseo is us ebeuneanibgiutaadu s e it

capacious enough to include forms that contemporaries understood as being allegorical. It

Thomas Maresc&i Sayi ng and Meani ng: ABulleingpbResearchinthet he | ndef
Humanites8 3 (1980): 258. Seiec atl ison Mag Enlghtiing Alegeyors @ nii

cit., 21:3 9 . Maresca takes Rosemond Tuveds point that per
See TuveAllegorical Imagery: Some Mediaeval Books and Their PostéPitinceton, NJ: Princeh

University Press, 1966), 25.

®Maresca, fASaying and Meaning, 0 op. cit., 257.



11

characterizes a method of using signifiers to gesture towards ulterior signifieds, but does
not place any limits on what those signifiers and §igghs can be: allegorists can use
signifiers as diverse as animals, personified abstractions, and fictional or historical
persons; anthey can signifyeligious or secular concepts, réié persons, or moral
lessons. This dissertation doet seektost t | e t he ambi gui.itig of al
to, rather, acknowledge that ambiguity as an importarla s pect of al |l egor ya
becausét is built into the essential function of the literary form.

The best way to improve our understanding of Enéightent allegory is to
approach the literature of the period with a degree of-opededness about the meaning
of allegory, treating it as a term specific enough not to impede discussion but flexible
enough not to exclude texts that contemporary writellg@aders understood as
allegorical. The Enlightenment retained a notion of allegory as a genre of speaking
otherwise. One indication of this is the popularity with which seventeanth
eighteentc ent ury | exi cographers gagEdwared t owar d
Phi | [The pleavoNorld of Word4658), one of the first English dictionaries, defines
al | e g doGr. ye.saymg daing thing and meaning another) a Rhetorical Term, being a
continuedMetaphot wher e t here i s s o mbatihdiffarent couchod
from the |iteral Sense, and the FiMpwre i s
later lexicographers ascribed to at least part of this definition, which moves from the

wordodés etymology to the nhbah)iasarcontinbedal | egor y

27 Edward Phillips,The New World of Words: Or, A Universal English Dictionérgndon, 1658). See

also John Harrid,exicon Technicum: or, an Universal English Dictionary ofsfand Scienced.ondon,

1702). About a century after Phillips, Samuel Johns
which something other is intended ADittibnampofthes cont ai ne
English LanguagéLondo, 1755).
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metaphor to thexpectation that the conceit must continue throughout the entiré text.
However, when we look at how writers and critics treated the form as opposed to how
lexicographers defined it, there is much more flexibA#tWriters and critics used the
terms fallegoryo and fAallegorical o to desc
Adar ko or Acouchedod meani ng, b-alegorigdl so comp
texts that (often through personification) gestitmvardsthe allegorical tradition. The
modus operanddf this dissertation is to mostly include texts that were called allegories
or allegorical by either contemporary readers or, in some cases, the writers themselves.
Where such comments are ab$ehecause we cegot depend on writers and readers to
identify al/l of t B éhaye encludeshdert becaudelermyuplo r i c al t
contemporaries had discussed similar texts as allegorical. Suchusttheationfor
i ncludi ng Jheldindabdthe éPdherid the second chapter: Enlightenment
writers did not regularly distinguish (as many modern writers do) between allegory and
fable, and there is sufficient evidence to suggest that beast fables were understood as a
subgenre of allegory.

Thehistoricalapproach of this dissertation entails conceptualizing allegory as
both a mode and ger@ehat is, as a rhetorical trope that can be used intermittently
within a larger discursive framework and as a formally coherent kind of text defined by

the continuousaference of a literal narrative to a consistentlitenal level of

28See QuintiianT h e Or at o r,drans. Bavid &. Russelb(@ambridge, MA: Harvard University

Press, 2002), vol. 3, Vlll.vi.442ompare definitions of allegory in Edward Cockérp c k er 6 s Engl i s h
Dictionary (London, 1704) and John Kersdjictionarium AngleBritannicum: Or, A General English

Dictionary (London, 1708).

®Thomas Vogler observes thtemtiBy tHvhél egorgd thlaed big
most important words in the European aesthetic vocabulary. It had alsanbeca | most meani ngl es
point that says much more about how scholars and critics used the term than how lexicographers defined it,
AThe All egory of All egory: U rEnlightekirgiAllegory @l cia. kif® 6 s O Cr y s
130.
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meaning®® Whereas Fletcher argues that allegory is fundamentally a mode that can be

used within a variety of genres and Quilligan responds by contending that allegory is a

genr e Hhereis apur stiin, that is, a group of works which reveal the classic

form of a d&inthisdigsetationgrgue that allégory functions as both a

genre and a modésuggest that it is not important to definitively describe allegory as

genre ormasa mode, but rather to pay close attention to how writers and critics themselves

conceptualize the form. Whether amthor approaches allegorygenre or mod& or

bothd is a far more generative question than whether allegory is one or the other
Understanding allegory as a form of speaking otherwise that has the potential for

being either a genre, a mode, or somewhere in betasgamdsvi t h Fr yeds f or mt

in Anatomy of Criticisn§1957). Frye places allegory on a continuum ranging from, on

the one end, continuous allegories like those of Dante, Spenser, Tasso, and Bunyan and,

on t he o frdisemimigestyle in whitraallegory may be picked up and dropped

again at pleasureodo |ike those*loifl arguethad st o,

the eighteenth century, i nfreigtimmigéer ad nd noofv etsh e

spectrum, with authors increasingly tending to include personified abstractions and

miniature allegories within texthat cannot be read allegorilyahs awhole. This is not

to say that allegory as a distinct genre fades away, as we still have many important

examples of generic allegories in eighteecghtury England. To name a few: Alexander

Pop&he Sempleof Famel 715) , J a nide Cadila andodence 1743),

Wil liam Quaddgle: AnvAlegsy 1 729), Her bleelifeahda wr enc e

30 For a discasion of allegory as a mode and genre, see Alastair Fd<iters of Literature:An
Introduction to the Theory of Genres and Mo¢dew York, NY: Oxford University Press, 2002), 191
31 See FletcherAllegory, op. cit., 3; QuilliganThe Language of Allegy, op. cit., 14.

32 Frye,Anatomy of Criticismop. cit., 961.
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Adventures of Common Sense: an historical allegoly7 6 9 ) and Thaucy Peac
Adventures of the Six Princesses of Babylon; in their travels to thestefgattue: an
allegory (1785)3 To say that the eighteenth century pushes allegory towards the
freistimmigepole of the spectrum meartisat eighteentitentury writers found uses for
speaking otherwise even within predominantly literal texts. The stédltes @bservation
will become especially clear in the second halEnfightenment Allegorywhich focuses
on how eighteentlsentury satirists and periodicassaywriters incorporate the
allegorical form into their respective literary genres.

The modalse of allegory during the Enlightenment was certainly not
unprecedented. There were some examples during the medieval and Renaissance periods
of what Pamela Gradon calls fApseudoall egor
without themselves beingitegorizable as allegoriésBut these examples were few and
far between. Enlightenment writing went a long way in making the modal use of allegory
a more general practice, with many authors picking and choosing components of allegory
and retooling them foan audience becoming increasingly investethénhere and now,
instead oin the heavenly and eterndlhe most extreme version of the modal use of

allegory is the ongoing use of personified abstractions, which scholars have long

33 This list is incomplete but it sufficiently demonstrates the ongoing relevance of allegory as a

recognizable genre. There are also many examples of titles and subtitles which demorntaratanar

editors marketing texts as alThePgogress d Sin, or,TTheelsmawelsi ncl ud
of Ungodliness where, the pedigree, rise (or original) antiquity, subtilty, evil nature, and prevailing power

of sin, is fully discoveredn an apt and pleasant allegofizondon, 1684), the anonymo@sarBoard and

lar-board: or, seapoliticks. An allegor{ L ond o n, 1711), SumdagreadiagnThea h Mor e 6 s
Pilgrims. An allegoryLondon, 1790).

34 Pamela Grador;orm and Style in Early Enigh Literature(London, UK: Methuen, Inc., 1971), 374.

Mi ndel e Anne Treip also argues that Gwsglemne di ¢ al l eg
Liberata(1581), though she uses the phrase to describe allegorical interpretation rather thanadllegoric
writing. SeeAl | egor i cal Poetics: The Reon a(ilLsesxainncget ofnr,a dkYt:i on

University Press of Kentucky, 1993}6441, 6372, 99103, 1312. See also Kenneth Borriallegory and
Epic in English Renaissance Literature: Heroic FamSidney, Spenser, and Miltg@ambridge
University Press, 2000), 9.
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understood to be a majtrope in poetry throughotite period The use of
personifications represented one way in which practices common to allegories had
become effectively separated from their conventional g&ute.as we will grow to
appreciate throughout this dissertatitre modal use of allegory took many other forms.
Scholars who have studied the persistence of allegory have raucgemted for
the wide range of Enlightenment texts that included allegorical components even if the
texts themselves were predominantbywallegorical: satires; essays published in
periodicals; dramas and novels that included allegorical names for characters; and many
others. The modal use of allegory wadmracteristiof the widespread Enlightenment
tendency to break traditional genragoi their component parts and then to create new
whole®d multimodal texts as well as members of emerging génbgscombining those
parts with those of other genres. Treated as a mode, allegory came into close contact with
already existing and emerging pliaes associated with particular genres, as those genres
had their own, constantly evolving ways of structuring temporality, space, and agency.
The main questions facing Enlightenment writers wanting to use modal allegory
concerned not how to push againstaject it in favor of more literal modes, but how
they could manage the different modes within individual texts. Should writers separate
the literal and allegorical modes from one another and, if so, how should they do so?
How could writers use componerf allegory to further their own purposes even if those
purposes were far removed from those of medieval and Renaissance allegorists? The
second half oEnlightenment Allegorwill make it especially clear that Enlightenment

writers and criticsacrosshie boardhad very diffeent answers to these questions.
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Il. Adapting a Traditional Form

The great transitional t eRaradigeltostt hi s di s
(1667, 1674)In Book II, Milton uses Sin and Death alongside literal charastgchas
Satan and the other angels, incorporating two personified abstractions into a
predominantly literal narrativ€®.Many scholars argue that Milton uses Sin and Death to
mount an argument against allegory, characterizing him as aallagwrist>® Victoria
Kahn gives a more promising account of Mil
the scene with Sin and Death an dallegoric
ambivalence (rather than his opposition) towards alle§bMilton turns allegory
against itself, at once challenging the literary form as it has been practiced up until that
point and preserving the conventions of that form.

Mil tonds miniatur e &hradsglosencapsufatesShen and
dynamic relationship between pezvation and subversion at the center of Enlightenment
allegory.As a parody of allegoryRaradise Lossimultaneously preserves the literary
form and detaches itself fromso as to criticize and subvertlitis this dynamic between
preservation andetached subversidhat makes parody, in particular, a model of
historical changeParody perfectly embodies the historical process of adapting forms by

creatively reappropriating those forms for new historical and social contexts. §inalar

SMiltonds poem is fundamentally figurative, even if
of the spirit to human understanding by describing that realm as ifét p¥gysical. We will come back to

this idea in more detail in this dissertationds cod
and Death.

¥Kell ey char act e-myalsteantiaMil letgom i &1 0f avihtallegoncalthrastop at es t F

the eighteenth centurReinventing Allegoryop. cit., 4. See also Catherine Gimelli Marfihe Ruins of

Al l egory: OParadise Lost & an dDuthdme NOvRUkedJmwersiyhosi s of
Press, 1998) throughout, but especiallyg3@ ; VI adi mir Brl jak, AThe Satanic
Anti-Al | e g oThd Review of English Studiés (2015): 4032.

Vi ctoria Kahn, @Al IParadsealpst @ dokdnMiltbnesd. SBnindbél Pattersori n

(New York, NY: Routledge1992), 189.
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parodistsEnlightenment writers adapt the allegorical form to their-@bhanging literary

and historical surroundings, simultaneously preserving it and subverting many of the
literary practices associated with the form. They were not interested in abandoning the
form completely nor in simply carrying it over from the medieval or Renaissance periods.
On the contrary, Enlightenment writers were invested in using what they could from
allegory even with the increasing importance of an empirical, secular worldview.

Theprocess of adapting traditional forms for #ighteenth century often entailed
separating what medieval and Renaissance persons conceived as wholes into their
component parts For literature, one of the effects of the British Enlightenmeasthat
it broketraditional genre® previously conceived as whotesnto parts sothat those
partscouldbe considered and analyzed apart from their original overarching structure.
Writers then recombined the resulting parts with parts of other genres, in the process
creating innovative literary mixtures.

The ongoing fragmentation and recombination evpusly whole genres is a
widespread process during the eighteenth century that included traditional literary forms
such as pastoral, romas and satire. Michael M@onargues for the continuity of
pastoral during the eighteenth century and brings our attention to how writers trathsvalue
the form for their readers rather than abanddhRiomance, similarlyglid not die despite
savage critiques of the form by sevemtdy and eighteenticentury writers. Writers

working with other genresiadeuseof pastoral and romance conventions, appropriating

38 See Michael McKeorThe Secret History of Domesticity: Public, Private, and the Division of Knowledge
(Baltimore, MD: The Johns Hopkins University Press, 2005),ixxid, 15.

¥McKeon, AThe Pas tRefiguarly R&vauions: Athetice ang Roliticsirom the English
Revolution to the Romantic Revoluti@d. Kevin Sharpe and Steven N. Zwicker (Berkeley, CA:

University of California Press, 1998), 288.
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those conventions for their own purposHEse eighteentltentury novel, for instance,
grewout of already existent forms ilucling pastoral and romancEarly novelistaised
bits and pieces of these forms to contribute to the emergence of what was marketed at the
ti me as a fAnewnothegrationef ostehsibly new gannesysuch as the
eighteentkcentury novel, a€laudioGuillén puts it in hid.iterature as Systeif1971),
Aal | genres abdangdocetrp¥Noaddisgtsytestos with ane major
example, make use of epromance and pastoral conventions in order to contribute to
the trajectory of aemerging genreEnlightenment Allegortakes Guilléd pointto
heart. It also extends such an emphasis on the ongoing relevance and usefulness of
traditional literary genres to allegory.

The thesis that allegotyansformediuring the Enlightenment, tBufinds a
strong rationale in various models of genre chaAgehe British public, in general,
becamencreasinty empirical and secular in their thinking, writers often appredch
allegory not as an obsolete genre, but as a literary forncalbéd be modified and
combined with other literary forms in surprising and creative ways. This historical
procesd whereby allegorghangediue to social and cultural forces rather than being
l ed i nto aemdad tcerr ak iyindiigedindbyytexts &f #a Restoration
and edy eighteenth century and playadremendously significant part in the literary

f or moé s * @rie final gaveat: | understand the Enlightenment not as a dramatic

40 ClaudioGuillén, Literature as System: Essays Toward the Theory of Litétatpry (Princeton, NJ:
Princeton University Press, 1971). Guillén argues that this idea is the majordesgsayout of reading

Mari o Fubinids AGenesi e storia dei generi l etterar
41 The forces of empiricism and secularization start to transfoencgalb r y as e a THefaedes Spense
Queene t hough their influence isThmesPitgnsmbsuBuegri as
Dr y d Absaom and Achitoph@ndThe Hind and the Panther moc k al | eg ATaleofsa | i ke S\

Tuba nd PlheRudckdmany oflJoseplAd di s on 6 s The Specigptorr iaems FA el di ngbs
Journey from This World to the Next
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break from the early modern period, but as pa#n already ongoingrocess. As we
move through the eighteenth century, it will behoove us to look back at how certain
aspects of eighteenttentury thought were anticipated by early modern writers.

As persons, in general, became increasingly invested in the materialcangebe
further removed from what DavidResa nd Aar on Santesso call N 8
Enlightenment writers approached allegory as a literary form to be experimented with in
creative and surprising wa§$The resulting experiments were remarkably rfarbus,
as writers had very different ideas about how allegory could be transformed for an
eighteenthcentury audience. Sometimes, as with Bunyan, writers idfaiésgory with
the empiricism of the emerging New Science; sometimes, as with Dryden, wsidgrs
allegory todrawattention to the similarities and differences between two historical
situations oto produce a shocking aesthetic effect by mixing allegorical and literal
modes to the point that the@yereinseparable; sometimes, still, writers agymiated
allegory for social satire; and at others, writerdwdkegory as a short, instructive mode
within genres (like the eighteentientury periodical) thaterelargely based on literal,
direct speech. These different uses of allegory inwbhesy differentratiosof
preservation and subversion, which are to be understood as two ends of a scale rather
than as mutually exclusivantithesesour job is not to categorize texts as{yoantt
allegory, but to study how those texts balance the two dpgax fall somewhere in

between themEnlightenment Allegorghould, if nothing else, demonstrate the

“?David Rosen and Aaron Santesso, fAS8wifitéds Sawbiveésa
EighteenthCentury British Satirand Its Legacyed. Nicholas Hudson and Aaron Santesso (New York,
NY: Cambridge University Press, 2008),-24.
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extraordinary complexity of allegory as a literary form extending from the medieval and
early modern periods to the end of the Enlightenment.

Inthisd ssertation, | have chosen the word
thinking about what happens to allegory during the eighteenth century. The word is
meant to evoke an analogy between the enosdia adaptation of particular texts and the
transformatio of literary forms over time. Adaptation studiewhether we are
discussing books, films, musical compositionsuwy othemarrative fornd centers on
looking for continuities and discontinuities between a text and its source material. To
understand what aadapter does with his or her chosen text, we must study how the
adaptatiorbothfollows and/or departs from that text. Similarly, when we study
Enlightenment allegory, we must understand how certain writers follow and/or depart
from precedets of the allgorical form.l would argue, that adaptation is also useful for
thinking about eighteentbentury allegory because it entails a kind of artistic distance:
like parody, adaptation functions by preserving past forms while also changing it to
account for higirical, social, and literary changes.

Let me conclude witla brief description ofiow this dissertation is structured.
Enlightenment Allegorgonsists of two parts, each divided into two chapters. The first
part looksin detail at the allegories of John®Buan and Dryden, two Restoration deds
from which we can gain a fruitful perspective on tbke and status of allegory during
that period. Both Bunyan and Dryden experineentith allegory: Bunyan uses an
almostunprecedented amount of concrete, emdidegailinThe Pi |l gri mds Pr o
(1678, 1684)The Life and Death of Mr. Badm#&b680), andrhe Holy War(1682);

Dryden uses political allegory libsalom and Achitoph€1681) to place events in
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sacred and secular history in typological relationshigni another, taking advantage of
the similarities as well as the difference
against King Charles |11 and Absal omds wupr.i
TestamentA prolonged focus on Bunyan and Dryden providesamising foundation
for asking questions about what happened to allegory throughout the Enlightenment.

In the second part @&nlightenment Allegory shift from the Restoration to the
early-and mideighteenth century and from two particular figures twergeneral trends
that have long been associated with Enlightenment writing. Chapter 3 addresses questions
about howJonathan Swift and Popese allegory as a means of social satistngA Tale
of a TubandThe Dunciads its central exampleShese witers create parodic or
satiric distance between their readers and their allegories, detaching them from the
overarching semantic structure that supports the unified experience of generic allegory
andthusfurthering its modal transformatio@hapter 4 sidies discussions of allegory in
eighteenthcentury periodicals as well as the allegorical compositions printed in the
periodicals themselvekittle attention has been paidtime miniature allegories within
these periodical publicationgr to their infuenceon how readers and writers
conceptualized allegory during the peridtie coda rounds off the dissertation by putting
Samuel Johnsonos [Ramdsatkostitlsin tle montbki df theorisetfs
the modern aesthetic and floeus on decorum

As Chapter 4 and the coda make clear, thedaid ofEnlightenment Allegoris
meant to bdélexiblee The subtitle AAdapting the All eg
16661 750, 0 should not be understood to sugge

after 1750. Indeed, | have taken many of the examples usdthjpter 4 and the coda
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from texts written after 1750. Many of the questions and concerns generated in
Enlightenment Allegorgontinue to be relevant into the Romantic period and beyond.

My maruscript will make significant contributions not only to the field of
allegory studies, bualsoto our understanding of genre theory during the British
Enlightenment. It is ultimately against the kind of literary history toaiceiveghe
transformation btraditional genres like allego@s their demisdn many ways, allegory
is a test case: studying its transformation throughout the seventeenth and eighteenth
centuries yields insights into how Enlightenment writggproachea literary genre that
had keen strongly associated with medieval and early modern ways of understanding the
world. Enlightenment writersverein fact tremendously resourceful in picking and
choosing components from traditional literary genres, treating them not only as genres in
andof themselves but as modes tbatildbe used within existingndemerging genres
like the novel or the periodical essay. Far from fading away, traditional literary forms

continuedo live on and adapt to changing literary and historicatlitmms.
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CHAPTER 1
Afhe makes base things usher in Di
Bunyanodés All egories and Scriptur

These things have | spoken unto you in proverbs: but the time cometh,
when | shall no more speak untouym proverbs, but | shall shew you
plainly of the Father.

-John 16:25
We ought not to be thinking O6This gr
singing, represents humilitydo; we ou

humility is like this green alley. That way, moving always into the book,
not out of it, from the concept to the image, enriches the concept.

-C.S. Lewig
God never meant man to be a purely spiritual creature. That is why He
uses material things like bread and wine totpatnew life into us. We
may think this is rather crude and unspiritual. God does not: He invented

eating. He likes matter. He invented it.
-C.S.Lewis®

Bunyan published all of his major allegories between 1678 and 1684, securing his
place inliterary history relatively late in his career. He had already made himself into a
prominent preacher and writer of sermons in the 1650s, before his imprisonment for
preaching without a license from 1660 to 1671. Togetheff tise Pi | gr i més Pr o
(1678, The Life and Death of Mr. Badm#&h680),The Holy War(1682), andlrhe
Pilgrimbdbs Pr ogr €.684)représknt sorSecottimenmadst fRsaimating
experiments with allegory in Restoration EnglaBdnyan uses the allegorical form for

two major purpses. The first is tportray the constant uncertainty and despair felt by

! The Bible: Authorized King James Versied. Robert Carroll and Stephen Prickett (New York, NY:

Oxford University Press, 2008jienceforth H citations from the Bible, unless otherwise noted, are from

this edition.

2C. s. Lewi s, AThe ViTshieonPiodfg rJdi orhdns BPyredyGoge; StsarrockA Cas e b o
(London, 1976), 198.

3 C.S. LewisMere Christianity(San Francisco, CA: Harpgollins, 1980), 64.
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Christians in Restoration Britain, whether at the hands of constnitting political and
religious authorities or because of a pred
damration has already been decidBdinyandoes this by using personified abstractions
and otheimaginaryb ei ngs, externalizing the componen
consciousness into a series of individuals who seemingly stand apart from the central
figure (whethethat central figure is, asihh e P i Pragressaxyicst or, as inThe
Holy War, implicit). The second is to demonstrate the dynamidioglship between
Christian experienceand Scripture, with the marginal glosses modelling how thieB
can be used to reflect on everyday life and vice versa.

This chapter looks at the relationship betwBemny ands maj or al |l egc
Bible, which Bunyan uses not only as support forfdisn of writing but as a primary
component of his allegoriés ¢ o it alse lays the groundwork f@nlightenment
Allegorybypl aci ng Bunyané6s narratives firmly wi
eighteentc ent ury al l egory. Many schol ars have f
earlier allegories, but tigehave not yet taken full advantage of his experiments with the
allegorical form. They typically situalth e P i | g r i andhss otRer allegariessats
thel i t erary f or dntha is, btthe ek pomthen@lzgory ties awagnd
the novelstarts to emerge as the dominant literary fé®uch an argument
underesti mates the influence of Bunyanots a

proto-novelistic components. But his allegories arepwaot of theendpoint. On the

‘“For instance, TheePBt ganania | Pliriledderdy, d girn més Progre
Critical and Historical Viewsed. Vincent Newey (Totowa, NJ: Barnes and Noble Books, 1980), 132. The
tendencytoregarB i | g r i nessas a Bnaldngtallment of the allegorical genre also characterizes the

attempts of many scholars to present the text as an unusually literal allegory. | will cite some of these

attempts in the third section and deal with them in detail there.
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contrary, theyexert a strong influenaan the allegories written throughout the eighteenth
century.

I n the first section of-canduieus defersspaf e r |,
allegory in his paratextual materials, especially in those accompanying the twofparts
The Pil gr i.Aexansiskently assoeiates his mode of writing with biblical
precedent, dovatling allegorical writing with the practice in Scripture of producing
spiritual light from rhetorical darkneds his defense, howeveaBunyanalso ecognizes
the notorious instability of allegory: allegorists have a tremendously difficult time
guiding interpretation because the fundamental chexiaticthe literary fornd
according to Bunyan and many of his contemporérisghetorical darkness. Ingh
second section, | argue that Bunyan uses marginal glosses to address this instability and
to direct interpretation while allowing the literary worlds of his allegories to remain
relatively uninterrupted. In other words, his use of sidenotesegessn of the same
ambivalencdowards allegorgvidentin his paratextsin the third and final section, |
shift from Bunyanés attempts to draw atten
his literal narratived which are so conspicuous in his us@aratext and sideno@go
the engaging nature of the narratives themselves. This shift is partly due to the paradox
unearthed in the first two sectiomse s pi t e Bunyands investment
look beyond the literal levels of his texts,d&leo demonstrates a clear investment in
engaging his readers with those literal levildeed, one of the main benefits of
Bunyands allegories over his sermons is th

verisimilitude and sensory detail. Bunyan istatpaware of the advantages and pitfalls
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of the allegorical form, and the trick is to recognize these without losing what is useful or

distinctive about it.

Bunyandés Paratexts

In the firstpartof he Pi | gr i Bnborsy & oigmelsssdes fAThe A
ApologyforHi s Booko and a concluding poem, both
all egorical form. Together with AThe Autho
the Pilgrim, 0 appefdedPtbgt hthésspaBtexmagr ea st
materials constitutevhat William Tindall has calleBunyandés fAmi ni ature e
criticism,0 condensed statementfosm®aHeseut how
paratextual materials provide remarkably-®elhscious reflections on what it medos
write allegories at the end of the seventeenth century. Bunyan begins his apology, for
instance, by casting himself as an unwitting allegorist who gets caught up in his own
writing process while working on another project. On the verge of finishieg
Heavenly Foetman (1698, published posthumously), he feels compelled to write an
allegory. Scholars often dismiss the entire apology as disingenuous, and to a degree
Bunyan merely mimicshe selfdeprecation typical of edieval and Renaissance writers
who credit divine inspiration (whether through God or the muses) for their literary works.
Dismissing it too quickly, however, takes attention away from the extraordinary
compl exi ty odescrption gsa wries whe @timétely decides to complete a

tangential book project to protect his current one:

5William York Tindall,John Bunyan: Mechanick Preach@tew York, NY: Columbia University Press,

1934), 43. U. Milo Kaufmann also calls the apologyih e Pi | gr i anmd si &Pe otgiTleetsisc br i ef
Pilgrimbds Progress and T{NewHhaien CTo Yate Universitl? Rress, 1966), Me di t a
8.
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When at first | took my Pen in hand,

Thus for to write; | did not understand

That | at all should make a little Book

In such a mode; Nay, | had undertook

To make another, which when almost elon
Before | was aware, | this begun.

And thus it was: | writing of the Way

And Race of Saints in this our Gospely,

Fell suddenly into an Allegory

About their Journey, and the way to Glory,

In more than twenty things, which | set down;
This done, | twenty more had in my Crown,
And they again began to multiply,

Like sparks that from the coals of Fire do flie.
Nay then, thought I, if that you breed so fast,
I 61 1 put you by your selves, | est yo
Should provead infinitum andeat out

The Book that | already am abdut.

Given these lines, it is easy to see why scholars tend to read the apology as a harbinger of
all egorybés declineTha@&uhiylagr ihabanisngdhtiao pmr ese n't
writing project that threatens take over his primargne The allegory, once begun,
practically writes itself. Bunyands ideas
into allegorical form soon Amultiply,/ Lik
they simply get awafrom the writer. At this point, Bunyan seems to be genuinely
apologizing for his chosen mode of writing by depersonalizing it.

Brenda Machosky begins arecentessaydne Pi | gr i bypéuggedingogr e s s
t hat we read the wonMdufitel Il jbdbefadbiyt i § The
she writes, fAis analogous to the fall from
and profane world in which we live, implying that the fallen world is always already

al | e gbHeracakody.ispari cul arly useful. 't |'inks Bu

6JohnBunyanT he Pi | gr i (Méwsrorle NYa Qxford $Jsiversity Press, 2008), 3 .For the claim
that this apology refers tbhe Heavenly Foeman see, 291, n3.
Brenda Machosky, ThePitlgoipned sa nRdSBEI4V r@&GHs170. n
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allegory to his cosmological worldview, presenting the practice of reading allegorically
as looking beyond the materehdliteral. It also suggeststhéith e Pi | gr i més Pr o
fallen nature is exactlyhat qualifies it as a vehicle for spiritual meaning in a fallen
world: the text, unlike printed sermons likeavenly Foetman will appeal to humans
who have lost the ability to directly understand spiritual truth.
Later in the apology, Bunyan launche® a defense of allegory, responding to
common anxieties about tgang religion through ostentatiously fictionarratives by
extending biblical hermeneutics to his own t&kbr the speaker of the first two lines,
who embodies the contemporary skept towards allegoryT he Pi | gri més Pr o
lacks solidness because its characters and evenitsagimary Bunyan, in turn, argues
against this interpellated speaker by suggesting that the improbabilitha Pi | gr i md s
Progressdoes not meanitlackss o | i d n e s simagitaegaleaments enediate s
spiritual truth:

But they[metaphorsjvant solidnessSpeak man thy mind:
They drownéd the weak; Met aphors mak
Solidity, indeed becomes the Pen

Of him that writest things Divine to men:

But must | needs want solidness, because

By Metaphors | speak; was not Gods Laws,

His Gospellaws in older time held forth

By Types, Shadows, and Metaphors? Yet loth

Will any sober man be to find fault

With them, lest he be found for to assault

The highest Wisdom. No, he rather stoops,

And seeks to find out what by pins and loops

And Calves, and Sheep; by Heifers, and by Rams;

By Birds and Herbs, and by the blood of Lambs;

God speaketh to him: And happy is he

8 James F. Forrest covers some of these Puritan anxiefiedin| egory as Sacred Sport:
Reader i n Spen Banyana Our TiRaec Rodent GoColimar (Kem@H: The Kent State
Universiy Press, 1989), 93; Barbara A. JohhseoRil §gFambsn
Progresssnd Bunyands Scr i pBunyanalOurViegll8o dol ogy, 0 i n
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That finds the light, angrace that in them bg.

The bone of contention between the two opposing sides is the relationship between
representation and content. For the first speaker, who prefers plain writing over figurative
discourse, representing spiritual trutheough a fictonal narrativeamounts to a lie. For
the second, what matters is that the narrative is consistent with Scripture. Pi | gr i mod s
Progresshas fisol i dityo aislingwitintge ward of GadsThisneani ng |
second argument, which wins out throughitwat course of the apology, hinges on the
pointthat Scripture itself uses figurative tropes including allegory. It vindicates allegory
as mode of representation so long as it uses the similarities between its signifiers and
signifieds to reinforce anemplasizethe laws of Scripture.

By couplingT he Pi | gr iwitldtee BPle io the apadogy, Bunyan
reinforces the primary argument of the frontispiece and title page, two paratextual
materials that si mul tfiationalityarslitsygonecionstothe e t he
methods of writing found inthe Bibl& he | ar gest word on the tit
(Fig. 1)In the frontispiecgthe image of a sleeping Bunyan looms large. Centered and
significantly larger than anything else in the illustratitre imageemphasizes that
Christiands journey is above all a ment al
page remindusthdth e Pi | gr ifisdn® a Bng bigtaryeofsaklegorical dream
visions including The Romance of the Ro3&e Haise of FameandPiers Plowmad
where the dreamscape functions simultaneously as a space inhabitejimarybeings
and as a vehicle for spiritual meaning. Guillaume de Lorris b&giasRomance of the

Roseby arguing that dr e aSorse sayahatthérais rethinginu e me a

°BunyanThe Pi |l gr i,opdcit,58.r ogr ess
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dreams but lies and fables; however, one may have dreams which are not in the least
deceitful, but wHThelpardteatolehre bPReiclognrei ncd se aRr. 0dg r
similarly suggest s t haeamCbntainsusefulanfotmation our ne
about spiritual enlightenment. The title page, for instance, creates a parallel between the

ASi militude of a DREAMO and the similitude
BookofHoseA il have us &dnc&sudtes thanvdusdeesiadf the

Bible and thus givesauh or i ty t o Bunyands own method. F
important that, in the Book of Hosea, these words are spoken by God himself to Ephraim,

who is noteworthy as a deceitful and conniving rwlpo eventually offends God and

dies. God says to Ephraim that Al have als
visions, and used simil it UY6awmsetsubsimilitudes mi ni
as one instrument through which He speaksutmankind. Andimmr he Pi | gr i moés

Progress Bunyan uses the epigraph to associate his text with how God himself inculcates

spiritual knowledge through similitudes to earthly things.

10 Guillaume de Lorris and Jean de Melihe Romance of the Rosens. Frances Horgan (New York,
NY: Oxford University Press, 2008), 3.
11 Book of Hoseain The Bible op. cit., 12.10.
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BunyanthusopernBh e Pi | g r i hydosetaifing bignodesobwriting
with the methodol ogy of biblical her meneut
word to encourage whag] Ban$aoaopahgsi isoboe
readerly temperament wheretgaders suspend theniticismd becausdinding fault
with the Bible would amount dtrmtakeffars saul t i n
granted that nothing is superfluous: all dstailo matter how unnecessary they may
seem, have a hidden meaning. It is a mode ofluluging that results from investing

spiritual narratives with an authority resembling that of the Bible. Readers are to look
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closely at how t h atives eesembld osfigureffortBspintyala n 6 s nar

concepts just as they are to look closely at the pins, loops, calves, sheep, heifers, rams,

birds, herbs, and lambs of the Old Testament. Such éhaleng mindset is

characteristic of traditionalllegoresis in which readers takaumble positios with

regect to the textand understamdy st eri es as resulting from I
Bunyands cl aims are part of an extensiyv

been in motion long before the publicatiof T h e Pi | gr i, tha extedi®tis ogr es s

scriptural hermeneutics to ndmblical, and even literary, text$Indeed, his use of

biblical precedent to defend his writing is common to seventessritury allegory. In

the immensely popularhe Isle of ManOr, the Legall Proceeding in Mashire against

Sinne(1627), the Puritan preacher Richard Bernard likens his method of writing to the

narratives told by Nathan and Ezekiel: #dAalf

continued allegory, be the offenttesome, | do suppose they know, tNathandid

teachDavid by an allegorie.Ezekieltaught the Jews so too, and...our Saviour spake

many parabl e$The pirephetaséralbegories do n

their holy ageaedhgraeintight@nbwt hers throug

accessible to mankind. Both Bernard and Bunyan set up their allegories as imitations of

prophetic | anguage that seeks to accommoda

capacities. Bunyan is especiallyaamant on this point. Elsewhere in his apology he

21n Typologies in England, 1650820(Princeton, NJ: Princeton University Press, 1982), Paul J. Korshin

traces the importance and status in Enlightenment England, but his comments also demonstrate how the
process of applying what he calls fAabstractedodo typo
century. See also Michael Austidew Testaments: Cotjion, Closure, and the Figural Logic of the

Sequel, 166A740(Newark, DE: University of Delaware Press, 2012}179 2 and AThe Fi gur al
the Sequel and the Unity@fh e P i | g r i, rBtudies i Plolajogyd2 (2005): 484604.

B Richard Berna d Bhe Isle of Man: Or, the Legall Proceeding in Msinire against SinnéLondon,

1627).



34

wr it es t hlaeéverywhere sB fulbof all thase things,/(Dark Figures,

Allegories,) yet there springs/From that same Book that lustre, and those rayes/Of light,

that turns our darkest nights tays *6Moreover, towards the end of the apology, he

argues that allegory is not merely ornamental. The Bible uses allegories to reach its

readers and to highlight | essons without ¢

many places/Hath semblancéwthis method, where the cases/Doth call for one thing to

set forth another:/Use it | may then, and yet nothing smother/Truths golden Beams; Nay,

by this method may/ Make it cast forth its
It was common for classical and Renarsse writers to describe allegories as a

form of dark speech. Quintilian, for insta

or dissimulation under %Am\Edmund Spensdrcallelit k e i n

a Adar k conceit ocowrness df its cdmenentany, sseespecially prdne

to misinterpretatiod’ Bunyan picks up on these descriptions of allegory as dark or

obscure speech, creating a play between al

encourage spiritual enlightenmtet® Allegories produce light from darkness by

convincing readers to look closely at the literal and the material for what might resemble,

represent, or figure forth the spiritual. Indeed, this ability gives allegories a didactic

“BunyanThe Pil gr i,opdcit,7Progress

151bid., 7-8.

16 Quintilian,T h e O r Ealucation®s cit., vol. 3, VIIl.vi.44.

YEdmund Spenser ,, OhdFadrie @ueeneadoA.CRiamitioin GNaw York, NY: Pearson

Education Limited, 2007), 714.

18 Maresca argues that Bunyan confuses allegory and personification, suggesting that the two actually move

in opposite directions (with the first characterizeccbyert commentary and the second by openness). See
Maresca, fASaying an8 aired ni bhagr, 90 mipf. i Edightemng 2\b6s7. Al | eg
Allegory, op. cit., 2139. But these lines demonstrate that Bunyan himself understood his allegories to be

kinds of dark speech.



35

advantage over plaispoken s er mons. As Bunyan puts it in
Sending Forth His Second Part of the Pilagr
Things that seem to be hid in words obscure,
Do but the Godly mind the more alure;
To study what those Sayings should contain,
That speak to us in suehCloudy strain.
| also know, a dark Similitude
Will on the Fancie more it self intrude,
And will stick faster in the Heart and Head,
Then things from Similies not borrow&d
For Bunyan, allegories have two main advantages over textddireenly Focitmanor
the majority of his published sermons. Fir
them that there is hidden meaning behind the nardatbeanething that evades an initial
reading and which is recoverable only through close attention. Secomheliyrads have
a greater capacity for dAstick[ing] faster
they instruct. They serve as powerful mnemonic devices for teaching moments and
lessons from Scripture.

More than Quintilian or Spenser, Bunyan insibtaatt al | egor ydés dar k|
used to produce spiritual light through encouraging Christians to look beyond the literal
narrative and, correspondingly, the material world to uncover spiritual meaning. He does
not, in general, write about allegory as dagpdius or unruly, but as one pedagogical tool
amongst many that can be used to captivate and instruct. As he makes clear elsewhere in
his apology, teaching through rhetorical darkness can succeed where teaching through

pl ai n s p e ebatk Cldudsdoiag Waters, whef the bright bring none;/Yea,

dark, or bright, if they their silver drops/Cause to descend, the Earth, by yielding

®BunyanThe Pil gr i,opdcit,1BX ogr ess
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Crops,/Gives praise to both, and carpeth not at eiti@wWhat matters is the end result.

As | ong as wr i teerosf fTSeuetkh ,toh e nepdavratnicng spi ri
whatever means, it is not ultimately important how they d& sofact, in the apology

Bunyan argues that writers should use whatever is in their arsenal to reach their readers

so long as they serve thaiths of the Gospel. He, for instance, compares writers to

fishermen and fowlers who diversify instruction in order to catch their prey. Fishermen

use a variety ofiEnging 0 i n chis 8rdiriesn LgnesiiAngles, Hooks and Nets:/Yet Fish

there be, that ndiler Hook, nor Line;/Nor Snare, nor Net, nor Engin can make tiie

And f owl er s digismeéahda rt loy cwd e hiihdniust Bige,dnce c au s e
Whistle to catch this;/Yet if he does so, that Bird he will oti5allegory is just one

mode of represd¢ation amongst many, suited fengagingsome readers and-fikted for
engagingothers. There is nothing wrong with this representational reotieng as it is

bolstered by the authority of Scripture.

Bunyan pushes against a esieefits-all model of spitual instruction, preferring
insteadareaderent ered approach that takes into cc
different needs. This stands to reason, since for Bunyan allegories are effective only if
they convince readers to perform their ownriptetations. Readers must feel the desire
fiTo study what those Saying should contain,/That speak to us in such a Cloudy &train
They need to take it upon themselves to search for meaning as diggers do for gold

amongst the dirt or as people do for pearlsit oads o head%Inhind oyster

21bid.,
2bid.,
21bid.,
Z1bid.,
241bid.,

agoaNA
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various metaphors for how allegories function, indeed, Bunyan consistently puts the onus
of interpretation on the readaather than the writer. We saw this already in the logic of
stooping, whereeaderstreashe t ext 60s detail s as clues to s
Al l egories, I f they are to fAimake truth to
darkness to send readers on this interpretive jouffh&§egory ideally putsreadersn
humble positioswith regard to the text, convincingemt o | ook t hrough fAth
promi se nothing, [which] 2Topnotuae spiritudltightt bet t
from rhetorical darkness, allegorists must lead their readersdalongng at hidden
meaning buhot presenting it outright.

According to Bunyan, allegorists must be acutely aware of what kinds of texts
will reach their audience and, therefore, of their reading patterns. They should use a
variety of genres and modes in order to inculcate spiritutild, and these didactic
methods are legitimate as long as they further the truths found in Scripture. It is because
of this readeccentered approach that Bunyan figures so prominently in reasigonse
criticism. Both Stanley Fish and Wolfgang Iser ud# chaptersohhe Pi | gr i mdé s
Progressin seminal texts on readegsponse theory, Fish BelfConsuming Artifacts
(1972) and Iser iThe Implied Readgl972)?’ Fromthisangld@ he Pi | gri més Pr
i's an interesting examgspeuoysayvestihentingetthg@ us e o
readesto performtheir own interpretatiosand to apply the modes of interpretation

foundinThe Pi | gr itotbesr pePsonal ivese s s

2 bid., 5.

26 1bid., 5.

27 See Stanley FislgeltConsuming Artifacts: The Experience of Sevente€ethtury Literature

(Berkeley, CA: University of California Press, 1972), 284, Wolfgang IserThe Implied Reader: Patterns
of Communication in Prose Fiction from Bunyan to Beqgsttimore, MD: Johns Hopkins University
Press, 1978),-28.
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Bunyan, like Spenser before him, is fully aware that the mysteriousness of
allegories make them prone to misinterpretation. He @ndse Pi | gr iwtloas Pr ogr
poem that warns hi s Jinterrdtiag: fer thatanstéad/@fldeng h e e d /
good, will but thy self abuse;/Bymisnt er pr et i ¥gorBuwan|readen sues . 0
mi sinterpret allegorical -site@xofc whiagtst ey, i
look inside it for the intended spiritual meanfid he pr obl em emer gi ng f
di scussion of allegory, i n ot hdfficultviootheds , i s
writer to direct interpretation. This issue, which we see play out so conspicuously in the
paratextsof he Pi | gr i,mds iRrecsgrBausnsyands | iterature
page. Al of Bunyanos rgossesthatattempttpampose s | nc
certain kinds of interpretation on the readers. As such, they serve to ward off
misinterpretation by making connections feadersaandby aligning their interpretations

with the writerds i nt ethedsebgctohthaneitsecion. These

Il. The Key in the Window

In the 1960s, Penguin Books and Houghton Mifflin published editioief
Pi | gr i mo withdatrthe ghargnal glosses included in the original text. James
Thorpe, the editor of the Mifiti edition, writes that they cut out the glosses fiidme
PilgrimosoPmake esbe t e%The asomption is thitegldsaes | e . 0
interferad with the diegesisof he Pi | g r i andmadeiPseemdessegmal, less

engaging than it muld have appearedithout them. According to Thorpe, modern

2Bunyan,The Pil gr i,opick,1%r ogr es s
29 bid., 155.
30 James Ernest Thorpe, édh e  Pi | gr i (Bosten, NPA: ldogghtensMifflin, 1969), xxiv.
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readers share a distaste for literary texts that direct their own interpretation. Cutting out
these glosses altogether, as an editorial decision, brings attention to the engaging nature
ofthena r ati ve whil e ignoring Burreadasudbderstande ar d
itt. The decision accords with $amuPl |l aymoés
Progress hows the victory of the ABunyan of Pal
C 0 n Vv e rptedisely because removing the glostissountBunyanés attempt s
connect his narrative to ScriptufeBut, as scholars have come to appreciate since the
Penguin and Mifflin editions, the marginalia are central notonflytoe Pi | gr i mé s
Progressbut o all of his allegorie$? Bunyan separates the allegory proper from its
allegoresis effectively modeling for his readers how to interpret his texts. He provides us
with an especially clear example of allego
ii ndéechow a comment ar y33lodeed,Bunyan Birselfuatgues pr o c e
that readers should use his glosses to avo
and, instead, to arrive at his intended meaning. Like the various guiigsea Pi | gr i mo s
Progress hat keep Christian from straying from
readers from Al os|[ i ndgdwardsitaréectintenpeetationsby gui di
Bunyan describes the importance of his marginalighi@ Holy War

Nor do thou gdo work without my key,

(In mysteries men soon do lose their way;)

And also turn it right, if thou wouldst know

My riddle, and wouldst with my heifer plough.
The margent.lt lies there in the window. Fare thee well,

3Samuel Taylor ColeridGgleriidgedsir diss,@dTHhB8&8o dws i @r it
Middleton Raysor (Cambridge, MA: HamehUniversity Press, 1936), 31.

2See Valentine Cunningham, @AGI| ossJohngBungamd Gl ozi ng: B
Conventicle and Parnassusd. N.H. Keeble (Oxford, UK: Clarendon Press, 1988); 240, Maxine

Hancock,The Key in the Window: Margiha Not es i n B u(Nan@uvérsBC:NRagentat i ves
College Publishing, 2000, 124.

33 Frye,Anatomy of Criticismop. cit., 90.
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My next may be to ring thy passibell 34
Here Bunyan works through one of the primary problems with allegory, which emerges
from the imitative logic expressed in his apologyitb e Pi | gr i:bedasisePr ogr e s
allegories imitate the biblical practice of instructing through similitddesilluminating
spiritual truth through the darkness of allegorical codcdiis notoriously difficult to
exert control over their meanings. Spenser
Ral ei gh, 0 where he explTheiFrerde Queene d&sobwnngnd
how doubtfully all A¥Bueygndakes a differerd gourdeef c on st
action. Rather than attempting to lay out the significance of his allegories in a letter
appended to the texts, he includes a complex apparatusrginad glosses that refer
readesto his intended meaning as well as the passages from Scripture that undergird his
narratives. The process of using these glosses, however, is not without its problems. Not
only mustreadergefer to the key in the margi@s interpretive guides, but they must
al so | ear gh;tewen with thesemotatians, readeas misinterpret the
allegory iftheyapplythem incorrectly. In other words, as interpretive guides the margins
are reflexive. If you interpret thenowectly you are well on your way to interpreting the
allegory correctly.

Bunyands use of marginal glosses is far
Bunyan knew well despite its replacement as the official English Bible by the King James
Version in 1611, ses glosses to encourage an intensely typological form of interpretation
that crosgeferences passages from the Old and New Testanfémbughout the

English Renaissance, as literary historians like William W.E. Slights point out, writers of

34 Bunyan,The Holy Wayed. James F. Forrest (New York, NY: New York University Press, 1967), 6.
35 SpenserThe Faerie Queen®p. cit., 714.
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devotional ad secular texts regularly use the apparatus of the Geneva Bible for a variety

of purposes: to connect their texts to scriptural language and themes; to summarize the
narrativeos etomakdesplicit allegoricat mednmtha would otherwis
haveremairedimplicit.®® Devotional texts likefhe Plainman 6s Pat hway t o He
(1601) and TheRvactee oBRieyl616P the texts that Bunyan received

as a dowry when marrying his first wife in 1@8oth feature extensive marginal notes

that support their claims about spiritual enlightennié®R.i c har d Ber nar dos i |
popularThe Isle of Mar{1627), which Bunyan almost certainly read, inclua@sgins

with biblical citationsmoralizatonsand pl ot summar i esTheAnd Phi
Purple Island(1633), a locedescriptive poem that uses a fictional place to represent

human physiology, featurésngthyglosses that lay out the most recent anatomical

findings.

36 See William W. E. Slightsylanaging Readers: Printed Marginalia in English Renaissance Bguiks
Arbor, MI: University of Michigan Press, 2001),-69.

37 Bunyan himself informs us that he received these two books as dowry and freqeadtligem with his
first wife, Elizabeth, inGrace Abounding to the Chief of Sinnezd. W.R. Owens (New York, NY:
Penguin Books, 1987), 9.
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;o p;gl;p.fu: himfelf, who but my Lord W-‘:’!—
afna;n’t! lll?na;lntoh; '1;09\:111 of Manfoul;, nor could
. SO !
{ Rom. 3. 5. Pleafiere throughout ?rh!:’ .F:I:V;t l;u;;}; .
it Mr, ariag He had alfo one Mr. Mind for his Cle‘;f(ﬁ“;-
]

was for confenting to his words, and for

the valour and ftoutnefs ‘
of the man |
Coveted to have him for ope of his ’reE: ‘
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. was Manfoul brought under to purpofe, and Ephel 2.
made to fulfil the lufts of thewill and of the 23 4
mind.
But it will not out of my thoughts, what
a defperate one thisiWallbewill was,when pow-
" er was put into his hand. Firft, he flacly
denyed that he owed any fuit or fervice to
his former Prince, and LiegeLord.  This
done, in the next place he took an Oath,
and fwore fidelity tohis greac Malter Diabo-
I lus, and then being ftatedand fetled in his
| places, offices, advancements and prefer-
© ments; oh! youn cannot think unlefs you
had feen it, the ftrange werk, that this
workman made in the Town of Man-

oul.
. Firft, he maligned Mr. Recorder to death, vye ear.
he wonld neither indure to fee him, nor to nalwill
hear the words of his mouth; he would oppofech
fhut his eyes when he faw him, and ftop his z‘;ﬁi“'
ears when he beard him [peak » Alfo hecould ™
not indure that fomuch as a fragment of the
Law of Shaddaé (houid be any where ften in
the Town. For example, his Clerk Mr.
AMind had fome old, rent, and torn parch- Neh.g.£6.
ments of the Law of good Shaddar in his
houfe, but when Willbewill faw them, he caft
them behind his back. True Mr. Recorder
" hadfomeofthe Laws in bis ftudy, but my C_nllt'n;g:“
" Lord could by no means come at them: He 2 (o0
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it my Lords man to ff ; >
ek o b ord eged ke his Mafer: alfo thought and faid, Thac the windows of gerftand
] ¢ erftand.

™ For he and his Lord wepe |
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L i and in pratice not far afudey. rmﬂ& :g:; my old Lord Mayor’s houle,were niwayc;‘tol:) iogs
‘, : : ight

was
e
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Figure2.Ex cer pt f rTherHoB War(lyoador) 5682)Early Engish Books
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Bunyan borrows the spatial layout of the Geneva Bible and Renaissance
devotional and allegorical texts to circumscribe the meanings of his allegories,

demonstrating the kinds of connections readers should make witifidnging on the

od ATh:

éh

narrati vesd hispadine gut, evergince thasnd iS¢ v al per.i

were conceived of as a space in whi read

For Bunyan in particular, sidenotes serve to demonstrateahallegoresisof his texts
should proceed. Consider the selected passageTinetdoly War, which represents in a

convenent form the variety of functions these glosses perform. (Fig. 2). At this moment

%8 Slights,Managing Readerop. cit., 11.
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in the allegory, Diabolus (Satan) has taken olerTtown of Mansoul for the first time,

and Bunyan is in the process of aligning certain concepts (the will, the mind, and the
conscience) with either Diabolus or Emmanuel (Jesus). In addition to picking out

particularly important plot poinfsas he doesher wi t h AThe Wi ll takes
Diabolusd@ he includes three major kinds of interpretation. The first involves uncovering
oneto-one correspondences, as when Bunyan identifies the different parts of the Town of
Mansoul with particular concepts:thecapta of t he castl e i s manods
of the wall i's mandés flesh; and the keeper
notations, Bunyan helps his readers work through the major condéiebfoly War,

which consistently matches up the TowrMansoul with the Christian body. The

frontispiece, indeed, features a laiggale sketch of Bunyan superimposed onto the

Towne of Mansoul, both of which are located between the warring forces of Emmanuel

and Diabolus. (Fig. 3). By consistently pointing b&a the oneby-one correspondences,

Bunyan makes sure that his readers keep an eye on that conceit even while becoming

engaged with the literal narrative.
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Figure 3 Front i s pi €he ldolyWarEalyEnglish Bdoks Onlinet
December 2015.

In his sidenotes, Bunyan also offers generalizations about the Christian
experience. These notes, I|ike the plot sum
hidden references than about how readers should apply the texts to their own lives. For
instancewhen Shaddai is trying to take back the Town of Mansoul from Diabolus, the
townsmen panic and shout AThe destroyers o
sidenote explicates this moment with a gen
theyaresetia r age a g a i*Thstkindgobsaiénotaigespecially prominent

throughoutTheHoly War, though Bunyan certainly uses themlim e Pi | gr i més Pr

3% Bunyan,The Holy Wayop. cit., 46.



