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Vitny bamegard eves the Poet stood

‘ioose his beard, and hoarv hair

Strcamfd.like a meteor, to the trouhlid air)

And with a Master's hand, and Promhet's fire,

Struck the deep sorrows of his Ivre,
It iz rot onlv i the content and aim that t<he poets, writers, avch-
itects and other artists renresent the philosophy and snirit of the
age of economic and industrial revolutions; —- as the content of the
mind . about which Locke and other vhilosonhers were so deenlv
concerned, is furnished mostly through the eve —- so the content.of
art relied o aluirge extent on formal pattern — the symmetrv of buil-
dings, the careful comnosition of nortraits, the discinline of the
counlet, or of nrose rhvthm

S0 we see that the social and spiritual cannons of the Cen -

turv reduce the 17 th centurv intimacvy and variety of emotional nourish-
ment to bring in a tone of steadiness and pravity -— a confident civi-
iization, z responsible literature and art to express their genuine
emotions within the requirements of a rational harmony they had
acheived. Tt was by drawing the climate of their thoughts from these
principles —- social, religious and philosophie - - that art and
literature in the Lightcenth Century became responsive to the spirit

of the age and contributory to the sterngthening of the bonds of

cultural unity,
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sible and unified beauty, and minute details mar the grandeur of

seneral Pty

The tourth and last important cannon was that of nature. lFol-

lowing nature did not mean simple realism, but the attainment ot re-
resentative truth — — the higher beautv and truth. The stress on
riie supremacy of the epic suggests the Augustan belief that the epic
.< the lottiest form of art in which human grandeur and the supreme
realitics of life can be expressed.

These principles of unity and harmony which dominated the

«pirit of the age were quite unprecedented. The Augustans regarded

Flie poem as a speaking picture, and the picture as a visual poem .
Painting was translatable into literarv terms. A portrait rendered

ciiaracter and social circumstances; it reported a social event, or a

iiiwrorical scene registering heroism of man. Caricatures were sat

irical commentary. Poetry was often pictorial by choice. Pope, a

close triend both to Jonathan Richardson and Charles Jervas, in his

tindsor Forest , shows his direct knowledge of painters and their

stvies, and proves his sensitivity to the composition of painting.
Prvden , Pope , Johnson , Goldsmith , Thomson , Dyer and Gray , in
their personifications come very close to painting and to the charact-
orization in novels of the century. Grayv's picture of The Bard is z
coproduction in words of a well - known picture of the Italian painter
Raphael :

"On a rock, whose haughty brow

Frowns over all Conwav'!s foaming flood,

Robed in the sable garb of woe



1lence to the ancients, regarding art and literature ag a tradition
drawn from antiquitv. This learned traditionalism was as charac -
teristic of a painter like Reynold  as of a writer like Johnson
However their devotion to tradition should not be mistaken
forservility. The spirit and experiences were carefully studied and
thoroughly digested, but the rules did not become 'the fetters of
genius, ' they fettered, as Reynolds said, 'only those without genius'
Johnsou said "There is always an appeal open from criticism tc nature;”
and for Reynolds also the study of tradition is only a preliminary
learning on which the intelligent student then achieves his own powers,
The second critical cannon was that of intelligibility. Johnson

savs that"Whatever professes to benefit by pleasing must please at

once; " and Reynolds insists that art should please at first sight and
appear to invite the speciantor's attention. "The arts,” he said .
"exist for the public's benefit and it is the public's taste that
counts." The public judgement may, of course, err, but as Johnson

said, "About the things on which the pubic thinks long it commonly

attains to think right."
The third rule required unity and coherence. We all remember

Pope's maxim in Essay On Criticism : .

"In wit, as nature, what affects our hearts

Is not the exactness .of particular parts ;

'tis not a lip, or eye, we beauty call,

But the joint force and full result of all."
Imlac in Rasselas also reminds us that the business of a poet is.not

to examine the individual, but the species. The mind seeks intelli -
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ad most beautiful part of human nature. Dr. Johnson, a close rriend

to Sir Jeshua Reynolds, intensified the tendency by asserting that he

would prefer the picture of a dog he knew to all the allegorical pain-
tings in the world!

S0 we see that painting like the other arts had a social ra-
ther than individual reterence,for , arter all, art and letters werc
part of a communal culture, The decline of the svstem of patronase.
the rise of the new reading public |, and the dominance of new forms
ot art contributed to this unity. The periodical essay, the sccial
iovel, the portrait, the classical architecture, the satirical poetry
were hardly the media for self- devoted individuaiists .

The basic causes of this unity, however., were to be found
Tirst , in the general consent that arts should tend toward the social
courre. and secondly in the torce of humanism which insisted on the
Jdignivy and interests of human beings and their capacity for rational
good Lite, Classical buildings are the most harwmonivus in proportion
ard sarisfying in their implications of human nature. The paintings

ol the time are socially inclined and pleasantly civilized. The

Tirerature of the century is the most completely devoted to the theme
of man in the society and so all arts , manifestations of the spirit

of the age.
The cannons of critical judgement were also the same, which-

e art in question. The first of these cannons asserted the pres

©.g&¢ of the ancients. Pope advises us to "Know well each ancient's

+er character! ; and Jonathan Richardson wants us "To look upon

14T The ancients have done. " Sir Jeshua Revnoids traces all exce-



Augustan styles developed in rich variety, though within the prescrip-
tions of a general sanity. Classical building carefully wedded 1its
details to the unity of the whole with the lucidity and completeness

of a mathematical cquation which was raised to spiritual contentment.

In this century the Tcustomary' beauty and 'natural'! beauties

were distinguished; geometrical beauty was considered to be more nat-

urally beautiful. The square and circle were regarded as most beaut-
iful, and the straight line was more attractive and true to nature
than a curve.

Man's civilized desires and social tendencies found their
fulfilment best in the c¢lassical styles. In the styles of mental
order, in architecture that is spacious, massive and coherent and
whose rhythm corresponds to our delight., The form is coherent , the
emotions are humanized and responsive.

In the English painting of the Eighteenth Century which de -
veloped with the growth of national economy and the aristocratic hou-
s¢s, the same principles were dominating. Though there is much in the
Eighteenth Century painting which is individual, there is very little
that insists on individualism. The English painters, especially
Kneller, Hogarth and Reynolds developed qualities of their own, yet

y
there was almost nothing of the revolutionary individualism which the
Nineteenth Century was to stamp on the art of painting.

Except for religious art, portrait painting and familiar social
scenes were the most popular. Hogarth believed that portrait pain -
ting will always be popular in England, the emphasis being on man ,

and the face being the most regular and well proportioned, the noblest
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manners . arms ., buildings . civil and military,

animals and plants.minerals, their natures and

properties. "

Pope'!s watchwords werce also 'sense' and ' nature' :

"still follow sense,of ev!ry Art the Soul ,
Parts answ'ring Parts shall slide into a whole."
Sense means unity and proportion, and the rational spirit of right -

ness which achieves good qualtites of mind, Pope's disciple, James

101 Taste | 1750, takes taste to be

Cawthorn, in his attractive poem

more than an elegant accomplishment :

" . true taste , when delicately fine
Ts the pure sunshine of a soul divine |
The full perfection of each mental pow'r;

'tis sense,'tis nature,and 'ti: something more."
and that Tsomething more' is the gquality of genius., Taste is to guide
and judge where genius is erratic ; and therefore it is genius's

critical aspect which - again in Cawthorn's words -
m . . . Corrects by one cthereal touch
what seems oo Little and what seems too wmuch;
Marks the fine point where sach consentiug par!

Slides into beauty with the case of art .

This informed taste and polite imaginacion vas best revealed

i the architecture of the time, Encduraged by the public spiriz |,



the day in which every werk of the heap!
the imaginaticn of the heart, shkaiil  Le
brought to Judgement, and an everlasting
futurity chall be determined Py the pant,

Te say. tln 1efore,that the clarsics completely rejected 1l
pleasures of rhetoric would he WroLe,  Shafteskury writee ig Teyuricus
languase even when Locke ic at the hedght of his fane. Jehvinen re o
urns to his carly style whenover Le wants te te impersenal and tormal,
Addisen very often soars abeve the nerme | ]gvr] < But it is true te
sav that rhey rencrallv regarded elaloietion a. a digressirn or a
'helidav?, particularly in the cpirere of thousht wihicie clarity wae
cssential.,

Tt is , on the whole, ditficult to gay how macl these new
trends helped or hindered the art angd lits rature of the age. bBut we
may, perhaps, say that they cencrally extended tle rangc of imegina -
tion while impairing its subtleties,

Practicality and poritive values dominated the artistic act-
ivities of the centuryv. Tle "Pelite Imagination' in art was merc thar
a social grace ; for the Augustans it entered into a man's wholc cha-
racter and affected his moral nature, This harmony between taste and
morals was an article of faith for the artists who regarded good taste
and good conduct to be twin sides of the complete man., Morality and
art, therefore, were both forms of beauty.

It was Jonathan Richardson who in his Theory ot Painting,1715,
said :

"Painting is a source of moral improvement and

Knowledge by which we learn of countries, habirs

~-
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el petvsylabics! - as in the Rambler - tater on objected to Drvden's
prase o the prounds that it was too rull of balanced sentences in
whtich Tthe first half betraved the sceond!'. To Johnsen himself the
fatinate stvle of the varly works never become a b1ind hatit. The
Lives of the Poots shews simplicity and siraightforwa:dnrss;Prnfari

ro shal-sprar is plain,alert and poicnaat with trisgue and neatr sent-

A TR [ Rasselas we sev s mixture of the two stvlies, 2 movement

towards the native style already partlyv acldoved in the 1d]ep :

"As the Jact Idler is peblishod in that
selemn week wnico the Cliristian world has
alwavs set apart for the examiration of

the Comscience, the roview of life,the ex-
tinction of earthly Jdesires and renovaticn
of the hely purpeses 3 I hope that my redd-
ere are already disposed to view every -
cident with seriousness,amd improve it b
meditation; and thar, when they see this
series ot trifles brought 1o a conclusion,
they will censider thar, Ly cutliving The
Idler, they have passed weeks. months and
vears which arce no longer in their power
that an end must he put to everything zraat,

as to everything Tittle;chat to Life must

come its last hour, and to this system of
being its last day, the hour by which pro-

bation ceases and repentance will ke vain;



human nature more into fashien ; or as Addison had said; " To bring
philosophy out of the closets into clubs and assemblies, tea ~tables
and coffee - houses "; This desire was shared by religious congrega-
tions, thcatre assemblies, readers of poetry and periodicals, and
eventually led to the growth of the English novel as a long narrative
rich in characterization and human situations.
The needed quality to realize this desire and to propogate

knowledge was clear thought and a plain prose style : the sign of a

new taste expressed by Sprat in History of the Royal Society :

"Who can behold, without indignation, how
many mists and uncertainties these specious
Tropes and Figures have brought on our
Knowledge?... 0f all the studics of men .
nothing may be sooner attain'd than this
vicious abundance of Phrase, this Trick
of Metaphors, this Volubility of Tongue
which makes so great a noise in the World"
Rejecting 'amplifications , digressions , and swellings
of style,! the Society encouraged a close, naked, natural way of
speaking, "prefering the native easiness of the language of artizans,
countrymen and merchants before that of wits and scholars. " Rathef
“nan the passionare rhetoric of Donne, the poetic imagery of Marlowe.
the far- fetched devices of Lylv or eloguence of Shakespear,positive
cxpressions and ciear sense became the watchwords.
Even Dr. Johnson who started off with a heavily Latinate stylc
long and elaborate sentences with clause set up against clause, 'using

tee big words and too many of them-~full of teeth breaking pilfering
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in tlocks and are easily detected . So the pride and pleasure the
century took - desvite warnings by Swift , Pooe and others ~- in

mants special ousitien and im its spirit of self — reliance and
self congradulations was natural enough. Yet all opinions did not

caincide. Pope in The Dunciad , Steele and Addison in thelr Perio -

dicals, Swift in Guliver's Travels , and Dr. Johnson in Rasselas

broke down the universal optimism which the century so vainly enter-

raiunad,
The Augustans were by no meaqs blind to the limitations of
rhe human mind, nor had Locke made excessive claims for it. But

1ii-e Sir rrancis Bacon, he believed in the great potentialities of the

suman mind rightly used. Alexander Pope urged in The Essay Qn Man

rhat man might be able to explore nature, but that he could never
understand himself :
"Chaos of thought and passion, all confused;
Still by himself abused or disabused;
Created half to rise, and half to fall;
Great lord of all things, vet a prey to all;
Sole judge of truth,in endless error hurled;
The glory, jest, the riddle of thé world. "
For Pope, as for all humanists of the century , the prime
object of enquiry was the moral nature of man . Years before The
Dunciad and similar warnings against the materialism of the age ,

Pone had asserted in The Spectator, /4 408 that : " Human nature is

rthe most usetul object of human reason. " Dr. Johnson in The Life of

Mitron , Goldsmith in The Citizen of the World , and Swift in his

-nslaught on science -- are only endeavoring to brihg the study of
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Eighteenth Century England is noted for its devotion to the
Principles of a civilized community, the extension of the doctrines
of sympathy. the sense of polite imagination, and its persistant
advancement in the creation of a congenial society and the natural
growth of a united culture.

Man, or the individual in his social capacity, was therefore
regarded as the object of all useful studies in philesoohy, art and
science ; for man was not only an epitome of the society itselfl but
also the centre of the universe to whom the forces of nature had a
special reference. ; the fruits of the earth grew to feed him and the
rain fell to quench his thirst.

Nespite Shaftesbury whose broad outlook saw that nature
exists for itself and not for the community, and Pope who satirized
the man " Who thinks all is made for one , not one for all ., " wvet
in general man was thought to be the beneficiary of the great bene -

velent institutiom . It was observed that animais useful te man

multiply faster than others. and those that are pgood to eat flv



