
PALLADIANISM

Richard Boyle, 3'd Earl of Burlington

No one al tļre time ot since lras clrallenged the eail's incaļcuļabļe iirfluence otr
eighteerrth cerļtul) cuļture. Iirdeed Pope's tribute is less flattery than a relrearsaļ of
fact. CeorgeVet-tue, who was to cl-rronicle the arts of the early Georgian age, refers to
Burlingtoir as Tļre r-robļe Maeceiras of the Ąrts' and, ļ.ater irr the century, tlrat other
notabļe trendsettel, Ilorace WalpoĮe, was likewise to eulogise him: 'Never WaS plotec_
tion and great wealth ITĮoĮe generously arrd rnore judiciously diffused than by this
great pelson, who ļrad every quality of a genius and artist, except errvyJ It would seem
that įn this sirrgle figure we have the fulfilment of tįre 3rd Earl of Shaftesbury's call for
'Princes and Gleaį Men' to lead people in the arĪs and sciences towards a new nation-
al culture. And as Burlirrņon'S tutor Lord Somers WaS famiļiar with Shaftesbury he
could aļmost be said to have been reared with this role in view.

Nonetheless Burlinņon elĪelges aS one of the most enigmatic and mystelious
figures in the history of British civilisation. This was a rrran with a keen and perceptive
mind and eyes, endowed aļso with remarkable taste and a relentless sense of direc-
tiorr. And yet he was coļd, austere, ascetic, irr short a loner who leveaļs littļe about
lrimseļf' His ļetters are few, almost one senses deliberately, for he miglrt give some-
thing away in putting pen to papeĪ. And yet he was to be tl-re pivotal fiņre irr a
levolution irr tlre afts, which WaS to ļeave a mighry legary affecting not only this coun-
try but Europe and the United States.

Burlirrgtoir catne fiom an oĮd royalist family, succeedirrg his father aį the age of
ten in l704 as third earļ. His inļ-reritance was a substarrtial one with esįates irr lreļarrd,
Yorksļrire (cerrtred on the farniĻ, Seat aį Londesborough), a magnificent towļl house
in Piccadiļly and a coutltiy viļla at Chiswick along the Thames. Tļ-re London estate
was a particularly valuabļe one in an age whetr the city was rapidly expanding arrd
much could be exploited by aristocratic developers. His rnothel was tnusicaļ arrd
music was to be his own earliest overriding passion; his first appearance in terms of
|he ar_ts is as tl-re dedicatee of the libretto for Harrdeļ'S opera'Teseofrrstperformed on
10 ļarruary ļ7I3 al the Queen's Theatre. Burlirrgtorr was tļren nineteen' A year ļa'ter he
was to leave tļre farniiy ļrouse ir-r Piccadilly with two coaches and an immense retinue
of outridets ar-id liveried Servatlts bound for tļre cotttitrent, seemirrgly on tļrat quintes-
Sentiaļ element of an;, gteat aristocrat's education, tlre Graird Tour.

The earļ travelled iir the company of two painters, Cļrarļes Jervas and a French_
man, Louis Coupy. The tour was far fiorrr the normaļ ienņh, indeed it was aļmost
CuISory Two months Were spent visiting towns in BeĮgium and the Netherlands
before the party headed south down through Ge.mar'į aricį Switzerland reaching
Rome on 31 Septembeņ havirrg crossed the Alps via Charnbėry and A,lodane' Burling-
ton WaS tļren it appears unweļļ untiļ Christmas, aļthough he was already indulging in
the purchase of pictures for his colļection. On 5 February he Įeft Rome travelling
t-torth to Venice and home via Paris, artiving in EngĮarrd on 2 Ļlay. Far from arc}iįtec_
tr-rre being the prrme pulpose of tļre trip he arrived bacļ< with the cellist and com-
poseį; Filippo Arnedei, and tļre vioļirrist, PietIo Castnrcci. lvļusic still clearly domin-
ated his thoughts, aĮthough whiļe in Ron-ie he met the persori who was to be a maįor
figure in l-ris life, Wįlļįarn Ker-it.
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or-r hįs retlĮIl'l rrotĮrirrg on tļre surface dispeiled tl-re iĮļusior_r that ļrere WaS a

Lletrrber of tļ_re prevailirrg Wlrig ascendanry, iirdeed he was refetted to as such by his

Contemporaries. TĮ-re new kirrg expressed confidence by n_rakir-rg l_rirn a PLir,ry CounciĮ-

lor ancį Lorcį Treasurer of lrelarrd the year after his accession. Four years Įater Burling_

t-oļ-Ī made a second journey to ltaly, tļ-rįs time in the Compaļry of Kent who wrote that

Į-ris lordship was 'goit-tg towards Vicenza and Venice to get Architects to draw aļļ the

firre buiĮdings of PalĮadio . . ], the purpose being to irrtroduce into England a 'better

gusto [i.e. taste] than the damn'd gusto that's been for this sixŅyears past]So the aim

of this expedition was clearly stated, to study the works of PaļIadio in order to

inauņrate an architectural revoļution in England. But, one should add, music was

again to the fore' In 1719 a company had been established to introduce ltaļian opera

to Er-rgland and Buriinņon was one of the three rnaior aristocratic sponsors who put

up 11,000. And it was to be on this second ltalian iourney that the earl was to

rregotiate for the sewices of the famous composeĻ Giovarrni Bononcini, who arrived

in Londorr the folļowing year.

ShortĮy after lris return Burlingon married Lady Dorothy Savile, daughter of the

2rrd ivlarquess of Halifa,r, by whom he was to have three daughtets, one aļone surviv_

ing as soļe lreiress Lady BurĮirrņon shared her husband's taste for music and theatre

and aļso for the visual arts. Kent gave her drawing lessons. on the accession of Ceorge

iI tlre cor-rple ContinĮļed to enjoy royal favour and Br-rrļiilgton was made a Knight of
the Garter in 1730 and Captain of the Gentlemen Pensioners the year after. His wife

became a Įady-in_waitir-rg to the qįļeen. Then, tn 1733, their relationship with the

cour-t collapsed. That Seems to have reiated to the king's faiiure to appoint Burlinņon
to the next Vacant high office, but couļd also have been influenced by the fact that he

ļoined a number of other aristocrats in opposing the Excise BiĮĮ, a customs tax on

wįne and tobacco, After this fissure ļirtļe is heard of them, although the earĮbegan to

run into serious debt problerns. He died on 3 December 7753 and was buried in the

family vauĮt at Londesborough on his Yorkshile estate.

ostensibly Burlinņon WaS a Wlrig, aļbeit an independent one, a maļl seerningly
at the heart of the new political establishment usirered in by George I and Įris chief
ministeĻ Sir Robert Walpole. But recent research has questioned that assumption, so
much So that it has produced to replace it a man whose ļįfetime was in fact spent
covertly working for a second Stuart Restoration. What tļris startļing reinterpretation
does emphasise is that the upper echelons of society remained as sharply divided
after 17ļ4 aS įhey had been before. The Jacobite rebelļions of 1715 and 7745,Iet
aļone other plots įn the intervening years/ were far more dangerous to the political
status quo than it would seem. The Stuarts had returned in 1660 and many people
continued to believe that there was no Įeason why this should not happen again.
Burlinņon it seems WaS one of these, a cļandestine Iacobite whose true loyalty was to

James ļII across the wateĻ but someone who at the Same time always took good care

to distance himseļf from anyone too transpalently linked to the Cause. 'Ihe seciet

Jacobite cipher for Burlinņon WaS 'Mr. Buck' and his journeys abroad can also be
explained as making more Sense in connection with Stuart intriņes than as cam_

paigns for the ar1s. The composition of the Buriington circle was riddĮed with Jacobite
sympathisers with, for instance, a sister marrįed into one of the oĮdest of recusant
Roman Catholic families, tire Bedingfieļds. In the aftermath of the 1715 rebellion,
when attacks were made on Cathoļics, įt was Burlington who took irrto ilis house
Aļexander Pope and his farniiy. The earļ's first architectural commission for the dor_ ,1?
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rnitory of Westminster Sclrool aļso catne from the officiaļ ļeader of the Jacobites irr

Englar-rd, Francis Atterbury, Bishop of Rochester and Dean ofWestnrinsįer. Tļren tļrere
were tļre earļ's debts amountiirg by Į737 to !.I67,000, indicatir-rg perhaps that money
was slipping across tįre Cirarrneļ.

So we are confronted by a lnystety tĪĮan/ a ļ<ind of doubļe agent" To that we caļl
add his role as a freernason, belonging to a line of descent of secret societies going
back to the Rosicrucians at the beginning of the previous century. These societies were
irrextricably lirrked vvith tļle Stuar1 cause and in the post-Restoratiorr petiod a new
higher degree of rnembership emerged, the Royal Arch, to which it seems Burlirrņon
beĮonged. But irr the rnid-1720s Jacobite freemasonry Went underground, adding to
the mystery.

So wlrat Įight do these revelations shed ol] one of the great revolutions iir taste in
the country's history one for whįch Burlinņon Was the seif-appoirrted leader? The
Palladian revivaļ now emerges as being less the symbol of a poĮiticai triumph than as

an expression of a period of continuing religious and poiitical debate. Those who
reiected or criticised the new regime, of whom there were many, expressed their scorn
for its shoftcomįngs by a cult of Ancient Virtue, that is by a celebration of the moral
axampie set by the Romans in antiquity. The revival of ancient architecture for them
carried with it a wider ethicaļ critique of a revival aļso of ancient virtue. For Burling-
ton that may have incļuded the restoratiorr of the Stuarts whose maņ/r king, Charles
I, had been a great patron of Inigo Jones, whose work the earl set about deliberately
revivir-rg, restoring, imitating and publishing.

No one in L7ļ4, when the Hanoverians srrcceeded, could have foreseen that the

late si:rteenth century architect, Andrea Paļladio, and his Engiish disciple, Inigo Įones,
weĪe to be the dominant influences on buiiding through the century. That turning
back to the Caroline court of the 1630s had already been underway earlier in Tory
Oxford, as evidenced in the Peckwater Quadrangle of Christ Church dating from
1706. In fact the įnfluence of Palladio and lones can be traced through the work of
the great baroque architects, but neither Burlinņon nor Kent would admit to it as it
would have detracted from their'revoĮution'. The need for change was also signalled
by Pope's Essay on Crįtįcįsm (1711) caĮling for a nationaļ reformation in taste and
ideäs and by Lord Shaftesbury's Letter Concerning the Art and Science of Design dedic-
ated to Burlington's tutoĻ Lord Somers. So the way Was already prepared for Burling-
ton to assume the mantļe in 7775 when Coļen Campbell published Vitruuitts Britan-
nicus, as a manifesto launching a new style of 'the antique simplicity', and in the same
year Nicholas Dubois published a transļation into English of Palļadio's Four Books of
Architecture.

What set Burlington apart was both his position as an aristocrat and his unique
understanding of both architects, for he realised that their work was deeply rooted in
the architecture of cļassical antiquity' As a nobleman he couļd not be Seen to soiļ his
hands with any of the practicalities of the profession, although he belonged to a Įong
and stiiļ flourishing ļine of gentļemen am-ateur practitioners. Not only did he comp-
rehend the tradition that he was reviving, in a sense he aļmost owned it' In 1720 he
purchased virtualĮy the entire architectural drawings of Inigo Jones, those of his
nephew and successor, Iohn Webb (whose work was misattributed to Jones by then)
and of Paļļadio himseĮf. To these he added Paļļadio's drawings of Roman baths
which WeĪe to have a semįnaļ influence. In this way he assembled a paper museum
which he was to ĮįSe aS a quarry in his roļe as an architect. But eveņĄhing had to be
achieved at a lordly remove in order to preserve caste, so he was to make use of
various amanĮ-]-enses to draw up his designs or to See through ceftain prrbĮications
such as Wilļiam l(ent's The Designs of Inigo ļones with some Addįtįonal DesįRrts (1727),
which made avaiļable the archįtect's work.
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paid for tļre restor'atiorr of St. PauĮ's, Covenį Garden, and rescued tļre arcļ-ritect's gaįe-
rņ,ay for Beaufotį llouse, te-erectit-tg it ir-r tlre grounds of Clriswicļ<.

Burlirrņon's carrrpaigrr for a reformed arclritectural stizlę Was at its lreiglrt įrr the
decades betweeir 1720 and 1750. Vertue bracketed him with Lord penbroke as nor
only'gteat atld true judges of tlrose sciences Igeornetry and architectule], but Īeal
ptactitior-rers of it in a fitte degree and taste, equal and above tl-ie professions . . I The
eall's ealliest wolk WaS aį ļris viļļa iri Chiswick, the Bagirio, an elegant cļassicaļ pavil-
iorr wlrich closed a vista. Br'rt ire Went on to revive tile archiįecture of Caroline Elg-
ļand as typified by Wiiton irr Tottenharn Park for his brother-in-ļaw Lord Bnrce. He
advised Thomas Coke on ļris vast lrouse at Holkham, and in \730-36 the extra-
ordinary Asseurbly Rooms at York went up. As a lesult the style was to spread and we
catl see evidence of it everywlrere in the use of Pailadian Venetian windows, coffered
vauits aird semi-dolĪes/ of vaulted Spaces and niches. Underlying it aļl Was a Stlong
feeling for Roman antique sevelity without concealing the gilded splendour within.

Under Burlington's aegis Paļļadianism WaS to become a nationaļ style, triumph-
ing over the irrsular baroque of Wren and HawksmooĪ.
It was, it shouļd be added, just as insulat, but it was aļso
unique, for it was a forenrnner-of the neo_cļassical styie
which was only to seize tire rest of Europe much ļaler
itr tļre century Although Burlinņon was obsessed by
Paļįadio arrd Jones he was even more obsessed by
antiquiry and any study of his buildings reveals this.
That he was abĮe sirrgle-l-rarrded to achieve this tevoļ_
ution, irr which he estabļished by the tirne he died what
was in effect a natiorraļ vernacuĮar stiļļ adrnired today,
was thanks to his ability to place his own nominees in
the office of tĮre Royal Works. It also owed much to his
prestigious social position with ir-rfluellce over a wide
circļe of like_rnir-rded aristocrats and gerrtry ar-rd to his
own example irr both Burlirrņorr House arrd his vilļa at
Chiswįck. But Burlington aįso piofourrdly realised tļrat
to achieve a PaļĮadian revival called for moving beyond
mere imitatior-i arrd pastiche to origirraĮity of inverrtion. The Gallery ttt Cltīsttįc]l House'

Įn tļ-rat lay his genius' \Ątillinnt Kent's _sļ/,llr,l'įloįļ.Ī į1lģIįrļ:\

It was in his owtr ļrouseS that he set the pace. Irr ',i,|',i,:,",!ii,!,:Į,',,ii,'j,:,|i,!,i,i:,',i!',|,|,,'|ļ,"|,?',,

ļ7ļ7 he brougl-rt irr CoIerr Campbell to rerrrodel. Bur- ,;:ļ,,:;,,:,!,,,,;,:i:,,!:,';:Ļ|,::,,,:,;,:,,:;',;!r,

lirrgtor-r House, transfornring it into a paĮazzo lifted i,,,3rty iu1t,,uutiut.

from Paįļadio's Vicenza. Its most striking feature was the graceful Doric coļonnade
which ļinked its coulryard. But it was to be Chiswick which WaS to be the nrost ad-
rr-rired, visited and emuļated. Here įre inherited an oĮcl Jacobean family house which
he only transfortned after a fire įn ļ725 Ięd him to build a smaļļ viļIa ciose to it,
riltimateĮy to be linked back to tļ-re old house by a corridor'

Nothing quite Įike Chiswick had ever been seen before. Lord Hervey, the nr.emoir
rn'lriteĻ remarked tlrat 'the house WaS too smaļļ to inhabit, and too large to hang on
orie's watchj It is only Seventy feet square with each front conceived in isoļation from
tlre other (ai-r English trait) Its itispiration WaS one of Paįļadio's viįlas along the
Btenta, the Villa Rotonda, but įratrsmr-rted into Something quite other by dint of raid_
irrg l-ris paper museulĪ. So it is a unique syr-rtĮ-resis of both antique and modern prece_
denįs, the first house whose actuaļ ground-piai-r is based on Rortan arrtiquity. But its
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most dafiļlg feature was its depĮoyr-rrer-rt of irrterioI SpaCe, a combirration of room
shapes, Squa]:e, circulat, octagonaĮ, as weļl as an abundant use of niches and apses,

coĮumns and screening' This WaS to be tļre viļļa's most influer-rtial legacy. And for
tļrose who could read its ernbļerrratics this was a shrine to tļ-}e exiled inrper:ial Stuaft
dynasty. Tļre vįsitor entered under an arch.way topped by a bust of tlre Emperor
Auņstus to be corifrorrted by that archetypaļ icon of loyalty, a Copy of Van Dyck's vast

CanVaS depicting Charļes Į with his farrrily.

Brrt a villa as it existed irr classicaļ antiquity WaS įlot orrly tlre buiiding but even

more the land around it. As early as the sumtner of 171,6 the earļ's friend, Aļexarrder

Pope, could write: 'His Gardens flourish, his Structures rise, his Pictuies arrive.' For at

Cl-riswick We aĪe at tļle four-rt of anotĮrer culturaĮ revolution, this tirne a ļror_ticuļturaļ

one. The new ideaļ was to Create a donrain rnodeļļed on that described by Plirry tlre
Younger in lris letters about his vilļas outside Rotne and in Tuscany. In tļrose there was

an interplay between cultįvated areas and ones which were left seemir-rgly in a state

of nature as meadow or woods. Everr before Chįswick there had aĮready been sotne

breaking_down of the old formal style wlriclr stemmed from Versailļes in the work of
Charles Bridgeman, who introduced the ha-lra as a ļink between garderr and ļand-
Scape as well as deployirrg meandering selpentine waļks. Alexander Pope's garden at

nearby Twickenham, which Burlington certainly knew developed this even further,

the garden being conceived as a landscape painting, the terrain and įts plantirrg alran-
ged in perspective, making caļculated use of Įight and shade.

Pope was to be a najor influence on tļ.re Chiswick garden. So too was Wilļiam
Kent. Work began in 1716 with three avenues converging on a single point, each one
terminated by a different building. For over twenŅ years Burlinņon and Kentwere to
expand and deveļop this initiaļ Statement with additions drawn from what was

known of Pliny's villas,.like the exedra and a hippodrome and the placing of antique
Statuary. Įn this way Burlington presented a new aristocratic įdeaļ, a garden which
was a series of pictures made up of terrain, plants, WateĻ architecture and sculpture
aranged ir-r emulation of Ancient Rome.
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To Richard Boyle, Earl oJBurĮington

ARGUMENT TO EPISTLE IV'-: '. : ' ' ļ. .;:,

. OF THE USE OF RICHES 
,.

, ,i 
1

The vaniry of expense įn people of wealth and qualiry. The abuse of the
word taste, ver. .Į3. That the first principle and foundarįon in this, as in
everything else, is good sense, ver. 39.. The chief proof o[ it is to foĮlow
Nature, even in worļa of mere luxury and elegance. Insįanced in
architecture and gardening, where aĮl must be adapted to the genius
and use of the pĮace, and ūe beaudes not forced into it, but res*ulti.rg
from it, ver. 47. How men are disappointed in their mosr expensive
undertakings lor wanr of this true foundation, without which nothing
can please long, if at all; and the besr examples and rules will be but
perverted into something burden-some or riāiculous,'ver. 65, etc., to
98. A descriptįon of the_ faļs.e uste of magnificence; the first g."nd eĻr
of whįch is to imagine-thąt greatness consisrs in the size and dĪmensions,
įnstead o[ the proportion and harmony of the whole, ver. 99; and ūe
second, eirher in joining rogether pars incoher,enl, 9r too minutely
resembling, or in the 1ępetirion of the same tõo fräquently, ver. lO5,
etc. A word or rwo of false taste įn books, in music, in paindng, even in
preaching and prayer, and lastly in entertainm"nķ'.uįr. l33l etc. Yet
Proūdence is justilied in giūng weaĮth to be squandered in this
manner' since įt is dispersed to the poor and laborious part o[ mankind'
ver. 169 (recurring to what is laid down in the Esģ on:Mon, EpistĮe II.,
and įn the epis_tļe preceding, ver. 159, etc.). What are ūį proPer
objects of magnificence, and a proper fieļd for the expense of g.e"t mĮ''
ver. L77, etc.; and finally, the great and public works whichīecome a
prince, ver. l9l to the end.

EPISTLE Īv

'Tis suanģe, the miser should his cares employ
To gain those rįches he can ne'ēr enjoy:
Is it ļess strange| the prodigal should waste
Hįs weaļth to purchase what he ne'er can taste?
Not lor himself he sees, or hears, or eats;
Arris!s must choose his pictures, music, meats:
He buys for Topham drawings and designs,
For Pembroke statues' dirty gods,, ąnd coins;
Rare monkish manwcripts for Heārne alone,
And books for Mead, and butrerflies for Sloane.
Thįnk we all ūese are for himselP. no more
Than his fine wife, alas! or finerwhore.

For what has Virro painted, buiĮt, and planted?
Only to show how many rasres he wanted.
What brought Sir Visto's ill-got weaĮth to waste?
Some demon whisper'd, 'Vrsto! have a tasre.'
Heaven visiķ wįth a taste ūe weaĮthy fool,
And needs no rod but Ripley with a rule.
See! sportive Fare, to punish awkward pride,
Bids Bubo buiļd, and sends him such a ņide:
A standing serĪnon' at each year's expense,
That never coxcomb reach'd magnificence!

You show us Rome was glorious, not profuse,
And pompous buiĮdings once were things of use.
Yet shaļĮ (:ny ļord) your just, your noble ruĮes
Fill haļf the land wįth imiuring fools;
Who random drawings from your sheeķ shalļ take,
And of one beaury many blunders make;

Load some vain chūrch wiįhĮld üėāūįĪūte,
Tum ācķ of triumph to a garden-gate;
Reverse your omamenķ' and hang ūem all
On some patch'd dog-hole eked with ends of wall;
Then clap four slices of piĮaster on't,
That, laced wiū biķ o[ rusrįc, makes a front,
ShalĮ caĮ the wįnds through Įong arcades to roar'
Proud to catch coļd at a Venedaį door;
Conscious they act a true Palļadian part,
And, if they srarve, ūey stawe by ruĮes of art.

Oft have you hinted ro your brother peer
.A certain trurh, which many buy too dear:
Something ūere is more needful than expense,
And somethįng preüous eŲen to !āste - 'ris sense:
Good sense, which only is ūe gift of Heaven'
And, though no science, faiģwoith the seven:
A lighņ which in yourseĮf.you mustperceive;
Jones and Le Nõtre have it not to give.

To buįld, to plant, whatever you intend,
To rear the coĮumn, or the arch to bend,
To swell the terrace, or to sink ūe grot'
In all, let Naįure never be forgot,
But ueat the goddess like a modest fair,
Nor over-dress, nor Įeave her wholly bare;
Let not each beaury everywhere be spied,
Where half the skilĮ is decently to hide.
He gains all poinrs, who pĮeasingĮy confounds,
Suņrises, varies, and conceaļs the bounds.

ConsuĮt the'genius of üe place in all:
That tells the waįers or to rįse or falĮ;
or helps the ambitįous hiĮl the heavens to scale,
Or scoops.in circling theatres the vale;
Calls in the country, catches opening glades,
Joins willing woods, and varies shades from shades;
Now breaks' or now direcķ, ūe intending lines;
Painķ, as you plant' and, as you work, designs.
Still follow sense, of every art the soul,
Parts answering parts shall slide įnto a whoĮe'
Spontaneous beauries aļl around advance,
Start ev'n from difliculry, srike from chance;
Nature shaĮĮ join you; Time shaĮl make it grow
A work to wonder at - perhaps a Srowe.

Without it, proud VęrsaiĮesļ Ėy glory falļs;
And Nero's teūaces desert their waĮIs:
The vast parteĪĪes a thousand hands shall make'
Loļ Cobham comes, and Iloaķ ūem wįth a lake:
or cut wįde ūews through mountains to the plain'
You'Il wish your hiĮ or shelter'd seat again.
Even in an ornament is place remark,
Nor in an hermitage set Dr Cļarke.
Behold Villarįo's ten years' toil complete;
His quincurx darkens, his espaliers meet;
The wood supPorts the plain, ūe parts unite,
And strength of shade contends wirh suength of light;
A waving gĮow ūe bloomy beds display,
BĮushing in bright dįversities of day,
With silver-quivering rills meander'd o'er -
Enjoy them, you! VilĮario can no more:
Tired of ūe scene parteĮTes and fountains yieĮd,
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He linds at last he better likes a fieļd.
Through his young woods lrow pĮeased 5abįrrus

stray'd,
Or sate delighted in rhe thickening shade,
With annualjoy the reddening shoots ro greer,
Or see the stretching branches long ro meer!
His son's line taste an opener ūsta Įoves,
Foe to the Dryads of his farher's groves;
one boundless green' or flourįsh'd caņet ūews'
Wįrh all the moumluĮ family of yews:
The thriving plants, ignobĮe broomstįcks made,
Now sweep those aĮleys they were bom to shade.

At Timon's ūlla let us pass a day,
Where alĮ cry out, 'What sums are t'hrown away!'
So proud, so grand: of thar srupendous air,
Soft and agreeabĮe come never there.
Greatness, with Timon, dwelĮs in such a draught
As brings all Brobdignag before your rhoughr.
To conrpass thįs, his building is a lown,
His pond an ocean, his parrerre a dowr:
Who but must laugh, rhe masrerrvhen he sees,
A puny insect, shivering atabreezel
Lo, what huge heaps oI littleness around!
The whole' a ļabour'd quaņ, above ground,
Two cupids squirt before: a lake behįnd
Improves the keenness of the northem wind.
His gardens next yoĮįr admiradon cal'į,
on every side you look, behold the walļl
No pleasing intricacies intervene,
No artluļ wildness to peņlex the scene:
Grove nods aį grovel each aĮley has a brother,
And haļf rhe pĮatform just reflects the other.
The suffering eye inverted Narure sees,
Trees cut to statues, statues thick as trees;
With here a fountain, never ro be play'd;
And there a summer-house, rhat knows no shade:
Here Amphitrite saįļs through myrtle bowers;
There gladiators fight, or dįe įn flowers;
Unwater'd see üe drooping sea-horse moum'
And swaĮĮows roost in Nilus' dusry um.

My Lord advances wiū majestic mien,
Smit wįrh the mighry pĮeasure įo be seen:
But sofi _ by reguĮar approach - not yet _
Fūst through the length of yon hor tefface sweat;
And when up ten sleep sĮopes you've dragg'd your

thighs,

Just at his study-door he'Įl bĮess your eyes.
His study! wįth what authors is it stored?

Įn books, not authors, curious is my Lord;
To ali their dated backs he turns you round;
These Aldus printed' those Du SueĪl has bound.
Lo, sorne are vellum, and the rest as good
For aļļ his Lordship knows, but they are wood.
For Locke or Milton 'tis in vain to look,
These sheļves admir not any modern book.

And now the chapel's silver belĮ you hear,
That summons you to alļ the pride o[ Prayer:.
Light quirks of music, broken and uneven,
Make the soul dance upon a jig to Heaven.
On painted ceilings you devoutly stare,
Where sprawĮ rhe saįnrs of Verrio or Laguerre,
Or gilded clouds in fair expansion lie,
And bring aĮļ Paradįse before your eye.
To rest, the cushion and soft dean įnūte,
Who never mentions Hell to ears polite.

But hark! the clriming clocks to dinner calĮ;
A hundred lootsreps scrape the rnarbie haļĮ:
The rich buflet weļĮ-coloured seņents grace,
And gaping Trįtons spew to wash your face'
ļs this a dinner? this a genial room?
No, 'tis a tempĮe, and a hecatomb.

. 
A solemn sacrifice, perform'd in state,
'You drink by measure, and to minures ear.
So quick retires each flįng course, you'd swear
Sancho's dread doctor and his wand were there.
Berween each act the trembĮing salvers ring,
From soup ro lrweer-wine, and God biess rhe king.
In plenry starving, tantaįised in state,
And complaisantly help'd to a]Į I hate,
Treated, caress'd, and rired, I take my Įeave,

Sick of his civįĮ pride from mom to eve;
I curse such Įavįsh cost' and littįe skitl'
And swear no day was ever pass'd so ilĮ.

Yet hence rhe poor are clothed, rhe hungry fed;
Health to himselĘ and to his infanķ bread,
The labourer bears: what his hard hearr denies,
His charįtabĮe vaniry suppĮies.

Another age shall see the goĮden ear
Imbrown rhe slope, and nod on rhe parterre,
Deep harvest bury aĮl his pĖde has plann'd,
And laughing Ceres reassume rhe land.

Who then shaĮl grace, or who improve the soil? _
Who plants Įike Bathurst, or who builds Įike Boyle.
'Tis use alone that sancdfies expense,
And splendour borrows aĮl her rays from sense.
His father's ācres who enjoys in peace'
Or makes his neighbours'glad, if he increase:
Whose cheerfuĮ tenanL9 bless their yearĮy toil,
Yet to their Įord owe more than to the soiĮ;
Whose ample lawns are nor ashamed to feed
The milŲ heifer and deserving steed;
Whose rising forests, nor for pride or show,
But [uiure buildings, luture naües grow:
I et his pĮantations stretch from down to down,
First shade a counįry, and then raise a town.

You too proceed! make falĮing arts your care'
Erecį new wonders, and the oĮd repair;
Jones.and PalĮadio to ūemseĮves reslore,
And be whate'er Vitruūus was belore:
'TiĮl kings call forth the ideas o[your mind
(Proud to accompĮish what such hands design'd),
Bid harbours open, public ways exrend,
Bid temples, worthįer of the god, ascend;
Bįd ūe broad arch the dangerous fļood contain,
The mole projecred break the roaring main;
Back to his bounds their subjecr sea command,
And roll obedįent Ėvers through üe land;
These honours Peace to happy Brįtaįn brings,
These are imperial works, anj *orthy kingš.
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Notesto Nexander Pooe,'To Rįchard Bovle, Earl of BurĮington'

Topham - a gentleman famous for his collection of drawings

8th Earl of Pembroke - a collector of statues and medals

Hearne _ an antiquary and editor of vaļuable early English chronicles

Mead - a doctor who had a library of 10,000 volumes, plus medals and paintings

Sloane - a physician who had the largest collection of natural curiosities in Europe

Yirro, Sir Visto - rich but misguided men

Ripley _ a caņenter and architect of Sir Robert Walpole's country residence Houghton. He
owed his success to marrying a servant of Walpole's.

Bubo: probably Bubb Dodington, Lord Melcombe, the builder of Eastbury

'You show us Rome was glorious...'- Burlington had just published The Designs of Inigo
Jones and The Antiquities of Rome by Palladio

'Imitating fools'- For Burlington Palladianism meant a return to the architecture of antiquity
and he avoided Palladio's Neo-classical and Mannerist features which his less discerning
imitators did not know to avoid. Burlington's emphasis was on the rigorous following of the
classical standards.

Jones - Inigo Jones

Le Nõtre - the French landscape gardener whose formal baroque gardens at Versailles had a
tremendous influence on garden designs all over Europe

Stowe - one of the most influential gardens in EngĮish landscape garden history. From 1715
to 1749 Viscount Cobham, one of the Duke of Marlborough's generals, continuously
improved his estate, calling in leading designers of the day to lay out his gardens, and
commissioning several leading architects - Vanburgh, Gibbs, Kent and Leoni - to decorate
them with garden temples. From 1750 to 1779 Earl Temple, his nephew and successor
continued to expand and embellish both garden and house. The house is now a major public
sehool. Around the mansion is one of Britain's most magnificen landscape gardens, now in
the ownership of the National Trust, covering 325 acres and containing no fewer than 6 lakes
and32 garden temples. During the 1730s William Kent ļaid out the Elysian Fields at Stowe,
one of the first 'natural' landscapes and inititated the style known as 'the English garden'.
tCapability' Brown worked here for 10 years as head gardener.

'Or cut wide views...'- Benjamin Styles did so at enormous expense, by cutting down his
wood he opened his house to the north wind

Dr Clarke - a well-known philosopher then whose bust was put in a hermitage (a kind of
garden temple) by Queen Anne while the man was stilļ alive
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Villario - 'Capability' Brown

the better likes a field' - Brown in later life preferred to lay out wide expanses of grass
instead of formal pafterres

Sabinus - a brother of emperor Vespasian, a man of distinguished and unspoilt character.
Here a wise patriarch?

Dryads - tree nymphs

Timon - amagnate who epitomises all that is wrong in the use of riches

Brobdignag _ a fabulous country of giants in Swift's GuĮĮiver's Travels

tTrees cut to statues...' - topiary

Amphitrite - wife of Poseidon, goddess of the sea

Nilus - River Nile

Aldus, Du Sueä - early printers of now rare books

Locke - an English philosopher

Verrio, Laguerre * Italian iļlusionist baroque painters who had extensive commissions in
England (see'The Baroque' handout)

Tritons - Poseidon's sons, half men half fish

hecatomb - a public sacrifice of 100 oxen in ancient Greece

Ceres - Roman goddess of agriculture

Bathurst - the Earl of Bathurst's vast landscape garden at Cirencester, laid out with Pope's
help, produced a valuable crop of timber

Vitruvius - the only Roman architect whose writings have survived and thus his 1O-volume
De Archįtectura serves as the only authoritatvie Source of Roman building principles
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NEOCI ,Ą.SSICĪSM

The Battle of the Books
There v/as a very famous and very long-drawn-out dispute in the CI7 and Ci8 which
agitated not only the world of literature but the worlds of science, religion,
philosophy, the fine arts, and even classical scholarship. It was never decided; it
involved a number of comparatively trivial personal enmities, temporary feuds; the

įssues were not always clearly stated on either side; and there was far too much
ęmotion involved, so that the entire dispute became a subject for laughter, and is now
remembered under the satiric title of the Battle of the Books. It started in Įtaly but the
real fighting took place in Fkn"" and an interesting but secondary struggle went on in
England. Other European countries remained spectators. It concerned literature and

criticism but the main problem addressed was really the relationship between tradition
and modernity, between originality and authority.

The chief issues were the following:
Ought modern writers to admire and imitate the great Greek and Latin writers
of antiquity? or have the classical standards of taste now been excelled and
superceded? Must we only follow along behind the ancients, trying to emulate
them and hoping at most to equal them? or can we confidently expect to surpass
them? Or more broadly, in the fine arts, in civilization generally, have we
progressed beyond the Greeks and Romans? or have we gone ahead of them in
some things, and fallen behind them in others? or are we inferior to them in
every respect, half-taught barbarians using the arts of truly civilized men?

Since the Renaissance many admirers of classical literature, charmed by the

skill, beauty and power of the best Greek and Roman writing, had assumed that it
could never be really surpassed, and that modern men should be content to respect it
without hope of producing anything better. After the rediscovery of Greco-Roman
architecture this assumption was broadened to include other arts; and it took in law,
political wisdom, science, all culture. It was now attacked by the moderns on many
grounds. The most important of the arguments they used were:
1. The ancįents were pagans; we are Chrįstians' Therefore our poetry is inspired by

nobĮer emotions and deals wįth nobler subjects. Therejore it is better poetry.
It is interesting to note that the three greatest modern poems are all blends of pagan

and Christian thought, dominated by Christian ideals _ Dante's Dįvįne Comedy,
Tasso's The Lįberation of JerusaĮem and Milton's Paradįse Lost' In them all, the

Christian religion is the essential moving factor. But in none of them could
Christianity have been so well expressed without the pagan vehicļe.
2. Human lrrt'oluĮedge įs constantĮy advancing' We lįye įn a ļater age than the

Perįclean Greeks and Augu.stan Romans.' therefore we are wįser. Therefore
anything we wrį'te, or nlake, įs better than the things wrįtten and made by the

ancįent Greeks and Romans.
The emotional pressure towards accepting this argument was strong in the

Renaissance, when worlds which the ancients had never seen were being discovered
every generation, every decade: worlds in the far west, in the antipodes, in the sky.

But in the Renaissance the discovery of the great classical books was still too new to
allow men to vaunt the achievement of thought and wilļ above the other. Aļ1 the

discoveries were equally wonderful: the new world of unknown nations and strange

animals, the new worlds revealed by science, the new world of subtle writing and

glorious myths created by antiquity. In the baroque age, on the other hand, the classics
were grov/ing familiar, especially the Latin ones. Their thought had so long been
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current that their majesty had become customary and their daring had been equalled.
Meanwile the science of the ancients had been examined, equalled, surpassed and
discarded; while the modern experimental science was asser-ting itself more
emphatically every year.
3 Natare does not change; therefore the works of men are ds good today as they

were įn' classįcaĮ tįmes'
4. As a reactįon to the exaggerated admiratįon of the cļassįcs sonte modernists said

that they were badĮy wrįtten andJundamentaĮly iĮlogicaĮ, either siĮĮy or vulgar', ol'
sometįmes both.

(For an excellent suruey of how the battle raged see Gilbert Highet. The Classįcal
Tradition. Greek and Roman Įnfluences on Western Literature.)

Neoclassical/Au gustan style
The literature between 1660 and 1785 in Britain can be divided into three periods:
1660-1700 (death of Dryden) - neoclassical literature comes into being and its
principles are being formulated;
1700-1745 (death of Pope in 1744, of Swift in 1745) - the culmination of the
movement,
1745-t785 (death of Johnson in 1184, the publication of Cowper's The Task in 1785)

- the established ideas are confronted with new ideas which contain the elements of
the later Romantic movement.

The term 'oAugustan" refers to the first Roman emperor Augustus Caesar
whose peaceful reign witnessed a great flowering of the arts and the writings of
Virgil, Horace and Ovid. To the English eyes the events of 1660 suggested a parallel
between the glories of the Augustan age and what the restoration of Charles II seemed
to presage. These hopes had evaporated by 1700 but the term persisted, as did the
admiration for the great Roman predecessors.

Another overwhelming influence was the contemporary literature of France
(Corneille, Rapin, Boileau), its simplicity and elegance was combined with the native
classical tradition stretching back to Ben Jonson.

The new style aimed at giving pleasure to the common reader, to write
about passions that everyone could recognize, in a language that everyone could
understand. The poets were to affect the readers' senses so that, by exercising their
own imagination, they would cooperate with the author in creating pictures in the
mind. Horace's dictum "ut pictura poesis" (as in painting, so in poetry) was taken to
mean that poetry ought to be a visual as well as a verbal art.

The poets strove to represent "Nature" in a number of its aspects. The most
important of them was Nature as the universal, permanent, representative in human
experience. ExternaļNature served aS a Sourceof aesthetic pleasure and was an object
of scientific enquiry. When Neoclassicists "follow Nature" they usually have human
nature and human experience in mind. Nature stands for the enduring, general truths
that have been, are, and will be true for everyone in alļ times, everywhere. If human
nature was held to be uniform, human beings as such were recognized as being
infinitely varied, so it befelļ to the artist to treat thę particular in the manner that
would rend it representative. Nature as a collection of eternal truths had been most
perfectly expressed by the ancients, so to study Nature was also to study the ancient
authors of Greece and Rome. One could also perfect one's skills by imitating the
superior craft of ancient writers whose method could be summed up by a set of
"rules" for every genre (epic, tragedy, comedy, pastoral, satire, ode) to facilitate the
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adoption of the right language and rhetoricai figures when writing in a particular
genĪe.

"Wit'o likewise had many meanings. It implied the quickness and liveliness of
mind, inventiveness, a readiness to perceive resemblances between things apparently
unlike and so to enliven literary discourse with appropriate images, similes and
metaphors. It could also mean "fancy" or "imagination" which was thought to be
notably irregular, extravagant and wayward and needed restraining. The sober faculty
of 'Judgment" was called upon to perform the task of taming the wilfulness of wit to
achieve a sense of "decorum" or appropriateness. The aim of a literary work was a
well-balanced and harmonious union of wit and judgment. The desire to emulate the
easy elegance of ancient writers brought into being a vogue to use a special poetic
language or "diction" when speaking about lofty things to set them apart from the
wlgarity of everyday life. When used with discretion it could produce magnificent
results but when ill used it could deteriorate into stilted mannerisms of style.

The prevailing poetic form was the "closed" heroic couplet - i.e. a
pentametre couplet which more often than not contains within itself a complete
statement and so is cļosed by a semicolon, period, question mark, or exclamation
point. Within these two lines it was possible to attain certain rhetorical or witty effects
by the use of parallelism, balance, or antithesis within the couplet as a whole or the
individual line. The second line of the couplet might be made closely parallel in
structure and meaning to the first, or the two couļd be played off against each other in
antithesis; taking advantage of the fact that normally a pentametre line of English
verse contains at some point a slight pause called a "caesura", one part of a line so
divided can be made parallel or antithetical to the other or even to one of the two parts
of the following line Alliteration and assonance could be used to strengthen this
effect. Another option was to use the Miltonic blank verse which was deemed
especially suitable for philosophical poems, descriptive poems, meditative poems and
translated epics.
(For a more detailed account see The Norton Anthology of English Literature)
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2140 AĮexander Pope [InfroducĮion

thc intcgrity of the couplet and individuaļ line seem įo be destroyed
(thotrgh in fact they aĪe very much present). The poct-satirist is cngetą
in a dialogue with a friend who wams him that his satire is too personal,
indeed mere libcl. The poet is speaking:

Yį stjtcs,r,er,, I priests of one religion all!

Yį träd.s-e., vile |Į in army, court, or hall!

Yį rįverend atheists- |ļ r. Scandal! | name thenr, IWho?
r. Why that's the thing you bid rne not to do-

Wh6 stirved a sister, || who foreswore a debĘ

f .rļ'., nanred; ļ| the town's inquiring yet.

Thc poisoning 9rT- | r. Y6u *Įr.,_ l,r. I dort't_ 1 r. vJ" a,i.

r. See, now I keep the secreĻ || and not yotr!

'I'he bribing statesrnan- | r. I-Iold, ll too high you go.

p. The bribed elector- ll r. Therc you stoop tJo lolw.

In such e Passāge the language and rhythms of poetry merge with the
language and rhythms of impassioned living speech.

A fine example of Pope's abilitv to derive the maximum .of meaning
from the most economic use of language and image is the description of
the manor house in which lives old Cotta, the miser (Ė'pistlc to Ī'oriļ
Bathurst, lines r87-196) :

Like some lone Chartreuse stands the good old Hall,
Silcnce without, and fasts within the wall;
No raftcrcd roofs with dance and tabor sorrnd,
No noontide bell invites the country round;
Ī'enants with sighs tlre smokeless towers survey,
And turn thc unwilling steeds another rvay;
Benighted wanderers, the forest o'er,
Curse the saved candle and unopening door;
WĪrilc the gaunt mastiff growling at tlre gate,
Affriglrts the beggar whom he longs to eat.

The first cotrplet of this passage, which essociates the "HaĪl,'' symbol of
English rural hospitaliŲ, with the Grande Clrartreuse, the monastery in

the French Alps, which, though a placc of "silence" and "fasts" for the

monks, afiorded food and sheļter to aļļ traveļers, clashes forcefully with

thc dismal dctails of Cotta's miser'ly dwelling; and the meaning of the

sctne is conccntrated in the grotesquc image of the last couPlet: the half'
starved watchdog and the frightened beggar confronting each othcr in

rnutual hunger.

But there is another sort of variety within Pope's work as a whole which
derivcs from the poet's ĪesPcct for the idea that the diEerent kinds of litcra_

ture have their āifferent and appropriate sŲles. Thus the Essry on Critī
cism, an informal discussįon of literary theory, is written, ļike Horact's
Ars Poętica, a similarly didactic poem, in a plain sŲle, rclatively devoid of

irnagery and eloquence, and in the eaqy language of wcll-bred talk. 'flre
Rape of the I-ock, bcing "a heroi-comical poem" (that is, a comic poem

that tĪeats trivial materiaļ in an epic style), employs the lofty heroic lan-

guage that Dryden had perfected in his translation of Virgil, and introduces
amusing parodies of passages in Paradi.se Losf; parodies raised to truly Mi'l-
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An Essay on Criticisrtt 2141

tonic sublimity and complexiŅ by tlre conclrrsion of tļre Dunciad. EĮoisa

to AbeĮard renders the brooding, passionate voice of its heroine in a decļam'

atory ianguage, given to sudden outbursts and shifts of tone, that recalls

tlre stage. The grave epistles that make up the Essay on Man, a philosophical

discussion of sucļt maįestic themes as the Creator and his creation, thc uni-

verse, and the nature of man, of lruman socieŲ, and of happiness, are

written in a stately forensic language and tone and constantly employ tlre

editional rhetoric figures. The Īmitdtions of Horace, and, above aļ], the

f,pistĮe to Dr. Arbuthnoį, his 6nest poem "in the Floratian lvay,'' revea)

PĮpe's final mastery of the plain sŲle of Horace's epistles and satires and

;usĮiĖy tr;s image of himseļf as the lreir of the Ronrarr poet. In slrort no

įtlrer poet of the century can equal Pope in the range of his materiaļs, the

diversiŲ of his poetic sĘles, and tlre sheer nrastery of tlre poet's craft'

From An Essay on Criticismr
Part I

'Tis hard to say, if gteater want o! skill
Äppear in writirig or in judging ill;
Bįį of the two less dangerous is the offense
To tire our patience than misļead ouĪ sense'

Some few in that, but numbers err in this, s

Ten censureįs wrong for one who writes amiss;

\

l. Thcre is no pleasanter introduction
io įh" ."non. oĪ taste in thc En8ļish
AusuStan ase then Pope's Ēsscy or
Criiicisrn. Aš Addison said in his review
in Soicclator 253, it assembles įhe "most
knoįn and n]o9t received obseĪvetions
on the subiect of literature įnd criį_
i.i.''-" Porx was aįtempįing to do for
hi_s tįme what Horace. in his Ars PoeLica'
įnd what NicoĮas BoiĮeau (French poet
o[ įhc ase of Louis XĮV), in his L'Arl
poįt;ā"č' had done for theirs. Horace is
noį onlv one of Pope's instĪuctors ln
thc principles of criticism; he is also
Iio-#s moäel in this rroem, especially in
the įimole. conversationaļ lan8uage, įhe
įone of'welļ-bred ease, and the deĮiber'
atcly plain style o{ the Ars PocĮica-
āļl ;{'which āualities Pope reproduccs.

ļn framinc his crįticaļ creed, Pope
dirļ not try īor novelty: he drerv from
thį 

-ļįandard writinįs of classical
antiquiįy, esprcially from the Ars
t'o"t-;ro' a.d įhe /rļtį" įio oroĮoria ot
the Roman rhetorician Quintilian; from
Frįncī criticaĮ theory of the prrceding

",nįįī', and from I}en Jonson's Tin_
tri -ä'o;t"oacrics and the prefaces of
John Dryden. He wished merelY. to
įiuį to nenerally accepted docįrines
nl"ā.ino ai t memorable expression' Here
į,* -.įt. the key words of neoclassical
criticism: uiį, Naįurc' alcicn!s, rulcs,
gcniüs. Wit in the Poem is a word of
įany meanings-x qļęyę1 remark,.or
thį'man who" makes it; a conceit;
ļiveliness of mind: inventiveness; {ancy;
.Senius; a genius; PoetrY itxlf, among

oįhers./{c/lrc is an equaĪly ambiguou.s
įāįį. *.onins not "things out there,''
or "tįe outdoārs," buį most importįntļy
įt'rt *ucl is repre*nįative, unįversal,
pcrmanent in buman expericnce as op-
įā.įā ro the idiosyncratic, the individ-

"į-į 
. t"-po."ry. Īn linc 2Ī. the word

coms close to meaDing "inįultļve ļ(nowļ-
įāse-" In line 52, it means that haļf-
oeisonifred Power manife'ted in the
Įāļ*i. o.a"i, which in its mode of
working is a modeļ for art. The rever-

"r,c. 
tčtt by most Äugustans f or tļe

įįįs of the great wriįem of ancient
iįį" "nd 

Ro'me rgised thc question

r,ā* Īr. the autbority o{ Įht:e gncicnļs
įitended- \{'ere their works to be rc_

;;iĮd ;" models įo be conscientiousĪy
i.;tāįeal Were įhe rrlļar receivcd from
įhĮ; ;. dcducible from their woĪks to
įį ac.ept.d as prscriptive laws or
Ļį."jį -įonu""ieni guids? Wre indi'
Įiā"ā r"r;rs to be Ēound by wbat has
uįįn .onu"ntionally beld lo be Nolurc,
š"-'įl. įutįo.ity Įf the ancicnts' and
ši tr'Į Iįs"tistii pedantry oĪ ruĮcs? or
could it co its own waYl--Ī. priį I of įbe Essay Pope con_

structs a harmonious system in which
įį efl'ects a compromise among all
these conflicting forces-a compromrse
;;įį i, įvpic.įįy !8th century in spirit'
Part II analyzes thc causes oi_ lāultĮ
criticism. Part ĪIĪ (not printed beĪe)

Įį_".įįt.iiro the good critic and prai'ses

įhe great crįtics of tbe pįsį.
la. Iudge.
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A fool might once hinrself alone expose,
ļ\o\l/ one rn verse makes many morė in prose.

^ 
'Tis with our judgments as our watclies, nonet..o ļust elļke, yet each believes his own.

3 poets as true genius is but rare,
I rue taste as seldom is the critic,s share;
Both must alike from Heaven ā"riu"īi,Į;. tigt t,
These born to iudge, as we]ļ as those į;;;;įį.
ļ.et such teach others who themselves exceĻ
And- censure freely who have written *įIi. 

--
Authors are partial to their wit, 'tis true_
.But are not critics to their iudgment too?
- -Yet if we ]ook more closLly,"we shatl Ėnd
Most have the seeds of iudģrrenii"_tr'įi. *i"a,
N-ature afiords at least a ģim"meringllsht, 

' _

The lines, though touchād but fainĪIv''aĮ drawn risht_
l]ut as the slightest sketch, if iustlv tiaced. I "
ļ: by ill coloring but the mori disģraced, lSo by false leaming P g-ooa senše defaced: J5ome ere bewi]dered in the maze of schooļs,
And some made coxcombs2 Nature mįant 

-Ėut 
fools.

In search of wit thąse ]ose their 
"o..,*o, 

āĮ.,
And then turn critics in their ow., defe.,se, 

-

Each.burns alike, who can' oĪ cannot write,
Or with a rival's or an eunuch,s spite.
Äll fooļs have stiļl an itching to dįride,
And fain would be upon thäIaughingside.
Īf Maeviuss scribble in Apollo's ipiį.: 

-

There are who iudge stili worse įr,r" t'. can write.
)ome have at hrst for wits, then poets passed,

Turned critics ncxt, and proved ptr'i, fāois aitrst.
)ome neļther can for wits nor critics pass.
As }reavy mules are neither horse noräss_'
Those half-learn'd witiings, numerous in our isle,
As half-formcd insccts on-the banks of Nilc,i-
Unfi.nishcd things, one knows not rvhat to call
TĮcir generatiori's so equivocal:
To teļI' them would a hundred tongues require,
Or one vain wit's, that might 

" 
t u"nar.J įiiį.

^ 
B.u! yo-u who seek to givJand merit fame,

And iustly bear a critic;s noble name,
.Be.sure yourself and your own reach to know,
How far your genius, taste, and learning eo:Launch 9ļ beyond your depth, but Ė'e"discreet,
41ncl mark that point where sense and dullness meet.
. Nature to all things fixed the limits fit,
And wisely curbed proud man,s pretendine wit.
As on tlre land whiļe here the ocän gainsj

An Essay on Critįcisnt

In othcr parts it leaves wide sandy plains;
Tlrus in tlre soul whilc memory prel'aiĮs,
The solid power of understanding fails;
Where beams of warm imagination play,
The memory's soft figures melt away.
One science6 only will one genius 6t,
So vast is art, so naĪĪow human wit-
Not only bounded to peculiar arts,
But oft in those conEned to singie parts.
I-ike kings we lose the conquests gained before,
By vain ambition stiļļ to make them more;
Eāch might his several province well command,
Woutd rĪt bot stoop toĻhat they understand.

First folļow Nature, and your iudgment frame
By her iust standard, which is still the sanre;
Unerring Nature, still divinely bright,
One cleār, unchanged, and universal light,
Life, force, and beauŲ must to ali impart,
At once the source, and en<i, and test of art-
Aft from that fund each iust supply provides,
Works without show, and without pomp presides'
In some fair body thus the informing soul 

-
With spirits feeds, with vigor 6lls the whole,
Each motion guides, and every ncrve sustarns;
Itself unseen, but in the ēffects remains.
Some, to whom Heaven in wit has been PĪofuse,
Want as much more to turn it to its use;

For wit and iudgment often are at strife,
Thoueh meänt ēach other's aid, like man and wife'
'Tis niore to guide than spur the Musc's stecd,

Restrain his Īury than provoke his speed;

The wingėd couiser,ī like a generous horse,

Shows mįst true rnettle when you check his course'
Those rules of old discovered, not dcviscd,

Äre Nature stiļl, but Nature mctļrodized;
Nature, like liberty, is but rcstraincd
Bv the same laws which 6rst herseļf ordained'

'Hear how learn'd Greece her useful ruļes indites,
When to repress and when indulge our flights:
Hieh on Parnassus' top her sons she showed,
Anä pointed out those arduous patlrs they trod;

HeIdĪrom afar, aļoft, the inrmortal prize,
And urged the rest by equal steps to-rise'.
Īust precepts thus from gĪeat exampļes glven'
'Sh. är.* irom them whāt they derived from Hcaverl'
The gcnerous critic fanned the poet's.fire,
And Įauglrt the world rvith reason to admire'
Then criticism the Muse's handmaid Proved,

6. ģranch of learning. and poetic inspiration;
7. Pegasus, assaiated with tbe Mus spiritcd' bighly bred.

IO

šs
ļ. luo9rficial pretenders to learning' 4. The ancients believed tĮat many3' A silly poet aļluded to c_o_ntemptu- for*s-of-]iĖ''*eĪe spontaneously ,en_ously by Yirgil.in--EcĮo uc III and by ;;;i;ä i; įĮĮ i..tį.-..nįa įiiįĮ r ir.'Horace in Ė'podc X. s. nįlĻ,-Įrnt.
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To dress her charnrs, and make her more beļoved:
P-ut following wits fĪom that intention stravįd,
Who cou]d not win the mistrcss, wooed Įhc-maid;
Against-the poets their own arms they turnecl,
Sure to hate most the men from whom they learned.
So modern 'pothecaries, taught the art
!I-doctors' Ėi]ls* to play theioctor's part,
Boļd irr the practice of mistaken 

'u]įs,Prcscribe, apply, and caļļ their masters fools.
Sonre on the leaves of ancient authors orev-
Nor time nor moths e-'er spoiled ,o -uįh ä' tn.y.
S_ome drylv plain, withouf invention's aid,
Write dull receiptse how poems may be made.
These ļeave the sense theiilearning t-o display,
And those explain the meaning qrrit" r*ri.
.- You then įhose iudgment ihä right c urse would steer,
Know welļ eacļr ancient's PĪoPer character;
His.fable,į subiect, scope_in Įuery page;
ļ(ellgton, c-9u1try, genius of his age:
Without aļl these at once before -your 

eyes,
Cavil you may, but never criticize.
Bc Homer's works your study and deĪight,
Read tlrem by day' and meāitate uv "nieĻt;

Thence fo.rm your iudgment, thenįe y ur maxims bring,
And trace the Muses upward to their sjring.
Stiu with itself compared, his text p.rrrļ., "
And let your commēnt be the Mantuan ļ\4use.,

When first young Maro in his boundļess mind
A rvork to outlast immortal Rome desisned.
Perhaps he seemed above the critic's iaĻ,
And but from Nature's fountains scomed to draw;
But rvļren to exatnine every part he came,
Nature and Homer were, hē found, the same.
Corlvinced, amazed, he checks the boļd design' )
And rules as strict his labored work con6ne - tĄ if the Stagirite9 o'erlooked each lirre. )Learn hence for ancient rules a iust esteem;
To copy Nature is to copy them.
_ Some beauties yet no piecepts can declare,
For there's a happiness as welĪ as care.4

Art Essay ott Crit-icisnt

Music rcsembles poetry, in each )
Are-nameļess graces which no methods teach, tAnd which a master hand aloue can reach. )
If, where tlre ruļes not far enough exterrd
(Since ru'les were made but to įromote their end )
Some lucky license ans\,ver to the futļ
The intent proposed, that license is a ruļe.
lllrus Pegasus' a neārer way to take,
May boldly deviate from the common track.
From vulgar bounds with brave disorder part,
Änd snatch a grace beyond the reac]r of art,
\Mhich without passing through the iudgment, gains
The hcart, and aļi its end at once attains-
In prospects thus, some obiects please our eyes, IWhich out of Nature's common order rise, I
The shapeless rock, or hanging precipice. )
Great wits sometimes may gloriously offend,
And rise to fauļts true critics dare not mend;
But though the ancients thus their rules invade

-( ls Įings dispense with laws themselves have nrade)
Modcrns, bewaret or if you must offend
Against the prccept, ne'er transgress its end;
Į,et it be seldom, and compelled by need;
And have at ļeast their precedent to plcad.
The critic elsc proceeds without remorse,
Seizes your fame, arrd puts.his ļaws in force.

I know there are, to whose presunrptuous thoughts
Those freer beauties, even'in tļrem, sdem faults.s
Some figures monstrous and misshaped appear,
Considered singly, or beheld too near,
Which, but proportioned to their light or place,
Due distance reconciĪes to form and grace.
A prudcnt chief not ahvays must display
I'Iis powers in equal ranks and fair array,
But with the occasion and the piace comply,
Conceaļ lris force, nay seem sonretimes to fly.
Those oft arc stratagems whicļr errors seem,
Nor is it Ifomer nods, but we that drcanr.

Still green with bays each ancient aļtar stands
Above the Īeāch of sacrilegious hands,
Secure from flames, from enry's fiercer rage,
Destructive war, and all-involving age.
See, from each cļime the ļearn'd their incense bring!
Here in all tongucs consenting8 paeans ring!
In praise so iust let every voice be įoined,7
Arrd fiļ] the general chorus of marrkind.
ĮIail,bards triumphant! born in happier days,
Įmmortal heirs of universa) praise!

\s

8. Prescriptions.
9. Formulas for preparing a dish; rc-
ipes. Pope himself wroįe an amusing
burlesque Receipr įo Make an Epiī
Pocm' fr.rsį published in Įbe Guardial
78 (ļ7l3).
l. Plot or story of a play or poem.
2. Virgil, t-he ',young Maro,, of the
follorving lire, was born in a village ad-
jacent to Mantua in Jta|y; hence ĮIan-
tuan M-usc.'' His epic, the Aencitļ, was
modeled on Homer's lįiad and oĮyssey
and was considered to be a refinā eni
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on įhe Greek poems. Thus it couĪd bc
thoughį of as a commenįary (,,com-
ment") on Homer's poems.
3- Aristotle, native of Sįasįra. from
whose Poeįļcs Iaįcr critics Īormulated
str.ict rules for writing tragedy and tle
epįc.
4. I-e., no rules ("precepts,,) can ex-
pļain ("declare") some beautiful effecįs
in a work of art which can be the re-
sult only of inspiration or sood luck
("happiness'')' noį of oānstaking
labor ("care").

( ,at,,

Pronounced /aulr.
Agreeing, concurring.

7. Pronounced jircd,
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Whose honors with increase of ages-grow'

As streams roll down, enlarging as they now;

Nations unborn you1*iģr' nämes shail'.::"d'
;;ä;;,ļd;;Ppläuait 'f'must 

not Į9t 
ur-ro""u'

olr' may somė spark of your ceĮesttal .hre'
Tlre lasį the meānest of you-r sons lnsPtre^-_

lThat on *.rt *ingi ĪiJ* f", p''rsues your flights'

5ļ;il ;i'ii"'iį "'āi u't trernbles as he writes )

io t"r.t vain wits a icience little known' 
.

į; ;ä;rÄp"ioi ie"se, and doubt their ownl

Part II

of aļļ the causes which conspire.to bJind

Mr"Jr;;i"įlrāg*;;įrl"dmisguide.th'-.T]:d'
lįhat the *-eäk ļįad with strongest blas Īures'

il 
".iāįl-įn" "ever_failing 

vice of fooļs- 
'V/hrt.u", Nature has in worth denreo-'-

šr,.įiį.ļ i" large recnrits8 of needful Pride;
Ė;; i; ;"b.dt.į th's in souls' we fin-d

What wants i" roä Įįīįiiits swetled with wind:

Priāe. where wit fails, steps in to_ouĪ deiense'

į"a nt up a}l the mighĘ ":ig 'l ::1'_:'
if on". rigĖt reason drives that cloud-away'

īrrtr,įrät, upon us with resistless day'

iil;;į iļ'tr' uot your defects to know'

Make use of euery friend_and every Īoe'
''_n iiįį" learning is a dangerous thing;

Drink deep, or tasie 1otJle ĒjT'i.' T^q'
īh.r. shrliow draughts intoxicatethe oratn'

And drinking largely sobers us agatn'

F; ;;d ;; fi ;rf,i g}'Į ;it}' what the Muse- impa;ts''

i;^;;,;l.*-i""th ;'- !' Pt' Jh: h]cļI of arts'

wļrtĖ};;; thebounded ieveļ of our-mind

Short views *. ,"į" 
"įis_eg 

t\9'le1eth o:*u;^
iļ';į;;'" advanced, behŅ with stran ge_surPrrse

New distant '""""'įf 
endļess science risel

š;;;;J;t first the towering Alps ye_ try'
" .iil;;,Įį' iįi"', '"a 

seem-to tiead the sky'

The eternal snows ePPeaĪ already PasĪ'
And the frrst cļouās^a^nd mountains seem the last;

riĮi' įr,o'. attained, we tremble to sun'-ey

fi; ;ffi;;īaborļ of the lengthen'9__*'y'

The increasrng pāspect tires our w-andering eyes'

Hiir;; ;';Äitts, ana Ä]ls o,n lļ '^:o''_^',L 

f"iiä't |uaĮ witt _readįach.work 
of wit

WitĖ the same špirit that its authoĪ lvrlt:

šĮĮĮy Įi'J-';r';i5"'įi "'t' 
sĮight faults to 6nd

Where Nature ilä;;į"piu" *'''n' the mind;

3: į'rįr]įT;, in Picria on Mt. olympus' ii'lt.'r:r,:e 
Muses'

Nor lose, for that uralignant <tull dclight,
The generous pleasure to be charmed with wit.
But in such lays as neither ebb nor flow,
Correctly coļd, and reguĮarly low,
Tirat, shunning faults, one quiet tenor keep,
We cannot blame indeed-but we may sleep.
In wit, as nature, what affects our hearts
Is not the exactness of peculiar parts;
'Tis not a lip, or eye, we beauty call,
But the ioint force and fuļl resuļt of aļl.
Thus when rve view some well-proportioned dorne
(Īre worid's iust wonder, and evcn tlrine, O Rome!2),
No single parts unequally surprisc,
AIļ comes united to tlre adnriring eyes:
No monstrons height, or breadth, or icngth aPPear;
Thc whoļe at once is bold and regular.

Whoever thinks a faultlcss piece to sec,
Thinks what ne'er u/as, nor is, nor e'er shall be.
In every work regard the writer's end,
Since nbne can compass more tļran they intend;
Änd if the means be iust, tlre conduct true,
Ąpplause, in spite of trivial fauļts, is due.
Aš 

_men 
of breėding, somctimes men of rvit,

To avoid great errors must the .lĢss comnrit,
Neglcct the rules each vcrbaļ critic lays,
Foinot to know some trifies is a praise-
Most critics, fond of some subservient art,
Still make the whole depend upon a part:
They taļk of principles, but notions prizc,
And all to one ļoved foliy sacriEcc-

once on a time La Mäncha's krright,į they say,

A certain bard encounterir"rg on the way,
Discoursed in terms as just, witlr ļooļo as sage,

As e'er could Dennis,a of the Grecian stage;

Concluding aļl were desperate sots and fools
Who dursidcpart from Äristotle's ruļes-
Our author, happy in a iudgc so nice,
Produced his pirv, and tegģcd the knight's advice;

Made him obse*e the sublect and the plot,
The manners, passions, unities; what not?
Aļļ which exacį to ru]e were brouglrt about,
Were but a combat in the lists left out.
"What! leave the combat out?" exclairns the knight'

\
\
\

"Yes, or we must Īenounce the Stagirite''' ':o
"Not so, by l-Icaven!" ļre answers in a ragc,

2. The dome of St. Pcter's, designed one of įhe leading critics of įhe. timc'
uy i"iįlĮr"Įia". was frequently ridiculed by įhc wits for

į: D;;_di; ". The story comes not his irasįibiliiy and his rather.so]emn
į;";-"c;;;-t"{ īo'ei, 6ri i.įĻ a pomposity. .Po1e apparentļy- did lot
.porioui sequel to it by Don Alonzo know Dennis r-'cr.s-o-naļļr'..!|į_l]'_ ,tļ:'
Fernandez dį Avellaneda. at him įn Parį lII oļ tĮĮs poem In-

4. John Dennis (l657-r734), though curred įhe critic's lasttng anļmoslįy'
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"Knights, squires, and steeds nrust enter on the stage."
"So vast :r tlrrong thc stage can ue'er contain."
"Thcn build a new' oĪ act it in a plain.''

Thus critics of less ludgment than caprice,
Curious,E not knowing, not exact, but nice,
Form-short ideas, and ofiend in arts
(As most in manners ), by a love to parts.

Some to conceite aļone t]reir taste confine,
And glittering thoughts struck out at every line;
.Fļeased with a work where nothingls iust or fit,
One glaring chaos and w,ildJreap of wit.
Poets, ļike painters, thus unskilled to trace
The nakcd nature and the living grace,
With gold and iewels cover every part, 4s
And hide rvith ornaments their want of art.

True wit is Nature to advantage dressed,
Wlrat oft was thought, but ne'er so weļI expressed;
Something whose truth convinced at sight we find,
That gives us back.the image of our rriind. r@
fu shades more sweetlv recommend the light,
So modcst plainness scts off sprightly wit;
For works may hal'e more wit than does tlrem good,
Äs bodies perish througlr excess of blood.

otlrers for language aļl tlreir cjĮre exPress' 3o5

And vaļue books, as women men, for dress.
Their praise is stiļl-the sŲle is excellent;
The sense they humbly take upon contėnt.7
Words are ļike leaves; and where they most abound,
Much fruit of sense beneath is rarely found. 3ro

False eloquence, Iike the prismatic glass,
Its gaudy colors spreads on every placc;8
The face of Nature we no more survey,
All glares aĮikc, without distinction gay.
But true expression, ļike the unchanging sun, l ,',
Clears and improves whate'er it shines upon; i
It gilds all obiects, but it aļters noue. )
Expression is the dress of thought, and still
Apįears more decent as more suitable-
A viļe conceit in pompous words expressed 3N

Is like a clowne in regal purple dressed:
For different styles with different sub;'ects sort,
As severaļ garbs with country,.town, and'court.
Some by old words to fame have made pretense,
Ancients in phrase, mere modems in their sense. 32s

Such labored nothings, in so strange a style,
Amazę the unlearn'd, and make the learned smile;

5. Laboriously ąre{ul.
nuįely accurate, over refined. ence. Newton's orļics, which treātcd oI

6. Pāinted wit; ingenuity and extrava- the prism and the spectrum, had been

gance'orafftrtaįįon įn įheuseof frgures, published in 1704, though his theortes
especially similes and metaphors. had been known earlier.
7. Į\'Iere acquiescence, 9. Rustic, boor.
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Unlucky as Fungosor in the play, l
T-hcsc sparks with awkward varliw dispĪay i
What the finc gcntlcntan worc yestcrday; )
And but so mimic ancient wits at best,
As apes our grandsires in their doubļcts dresscd.
In words as fashions the same ruļe wiļļ ļro]d,
Alike fantastic if too new or old:

N

Be not the first by rvhom the new are tried, 3js
Nor yet the ļast to lay the oļd aside.

But most by numbers2 iudge a poet's song,
And smooth or rough with them is right or wrong.
In the bright Muse though thousarrd charms conspire,
Her voice is alļ these tunefuļ fools admire, 34o

Who haunt Pamassus but to please their ear, I
Not mend their minds; as some to church repair, l-
Not for the doctrine, but the music there. )
T'hese equal syllables alone require,
Though oft the ear the open vowels tire,3 34s

Whiļe expletivesa their fecbĮe aid do join,
And ten lbw words oft creeP in one duļl ļirle:
White they ring round the same unvaried chimes,
Witlr sure Īeturns of still expected rhymcs;
Where'er you find "the cooling westem breeze," 3so

In the nexį line, it "wlrispers through the trecs'';
If crystal streams "with pleasing murĪnurs_cr9ęP''' 

'.
T'lre'reader's threatened-(not in vain) with "sleep";
Then, at tļre last and only coupiet fraught
With some unmeaning īling they call a thoughtr 355

A needļess Alexandrine5 ends the song
That, likc a wounded snakc, drags its slow lcngth along'
Leave such to tune tļreir own dull rhymcs, and know
What's roundly smooth or languishingly slow;

Änd praise the easy vigor of a line 36o

Wheie Denham's jtrcnįtlr and Wa]ļer's sweetness ioin'6
True ease in writing conres from art, not chancą
As those move easičst who have ļeamed to dance'
"fis not enough no harshness gives offense,
The sound must scem an ecļro to the sense' :6s

Soft is thc strain when Zcphyr gently blows,
And tļrc smootlr strcam in smoother numbers flows;

Btrt when loud surgcs ļash the sounding shore,

Tlrc hoarse, rough verse shou]d Įike the torrcnt roar'
Wlrcn Aiax striīes sonre rock's vast weiglrt to throw, 37o

l. A character in Ben Jonson's comedy 5' A ļjne_of_verse conįaining sil iam.bic

E';;l-'M';;';;i'it-ni' īį"i"ī ttssgĪ. feet; iį. is illustraįcd in thc next ļinc.

2. Versifrcation. 6. Drydcn,-.whont Popc c'chocs -hcrc.'
3. i""'ii;;'ļ;ļ-57 Pope cleverly con- considįrcd Sir Jolrn Denham_( l615-69)
įii"į, to nrake his own metiicļ ār dic- and Edmund Waļļcr (1606-87) įoļįve
iii' irrr1tiļi.-tįį-rārrį. thaiī. i..*- been thc principal s-h-r xrs'of the closcd
posin8. pentįmeįer couplet' Hc haģ oįsįln8ulsncc
ļ. wärds used merely to acbieve t}e įhe "stĪenBth'' of t}ļe onc ild įhe

"į.;;;.y 
*įįe. ot icet in a line of "sweeįness" of įhe oįher'
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The line too labon, and the words move slow;
Not so when swift Camilla scours the plain,
F'ļies o'er the unbending corn, and skims along the main.
Hear how Timotheus'7 varied lays surprise,
And bid alternate passions fall and risel
While at each change the son of Libyan ļove8
Now bums with glory, and then melts with love;
Now his fierce eyes with sparkling fury glow,
Now sighs steal out, and tears begin to flow:
Persians and Greeks like tums of naturee found
And the world's victor stood subdued by soundl
The power of music all our hearts aliow,
And what Timotheus was is Dryden now.

Avoid extremes; and shun the fault of such
Who stilļ are pleased too littĪe or too much.
,dt every trifle icorn to take offense:
That always shows great pride, or little sense.
Those heads, as stomachs, aĪe not sure the best,
Which nauseate all, and nothing can digest.
Yet ļet not each gay furn thy rapture move;
For fooļs admire,r but men of sense aPPįove:
Äs things seem large which we through mists descry,
Dullness is ever apt to magnĘ.

Some foreign writers, rcme our own despise;
The ancients only, or the modems prize.
Thus wit, like faith, by each man is applied
To one small sect, and alļ are damned.beside.
Meanly they seek the blessing to confine,
And force that sun but on a part to shine,
Which not alo e the southern wit sublimes,
But ripens spirits in coļd northern climes;
Which from the first has shone on ages pasĻ
Enlights the present, and shall warm the last;
Though each may feeļ increases and decays,
And see now cĮearer and now darker days.
Regard not then if wit be old or new,
Buį bļame the faļse and vaĪue still the true.

Some ne'er advance a judgment of their own,
But catch the spreading notion of the town;
They reason and concļude by precedent,
And own stale nonsense which they ne'er invent.
Some iudge of authors' nāmes' not woĪks, and then
Nor praise nor bļame the writirrgs, but the men.
of alļ this servile herd the worst is he
That in proud dullness ioins witlr qualiŲ,
A constant critic at the great man's board,
To fetch and carry nonsense for my lord.

7. Thc musician in Dryden's Aįcx- 9. Alįernations of feelings.
alder's Fcasį. Popc retėlls t_be story of t. wonder. "Approve": judge
that pocm in the following lincs, only įfįeĪ due deliberaįion.
8- Alerander įhe Great.

An Essay on Criticisnt

What woeful stuff this madrigal rvouļd be
In some starved hackney sonucteer or nre!
But let a ļord once owrr the lrappv lines,
How the wit brightens! how the sŲle refines!
Before his sacred name flies every fault,
And each exaĪted stanza teems witlr thought!

The vulgar thus through imitation err;
As oft the ļearn'd by being singular;
So much they scorn the crowd, that if the throng
By chance go right, they purposely go wrong.
So schismatics2 the pĮain believers quit,
Änd are but damned for having too mucļr wit.
Some praise at moming what they blame at night,
But always think the last opinion right.
A Nluse by these is ļike a mistress used,
This ļrour she's idoļized, thc next abused;
While their weak heads like towns unfortified,
'Twixt sense and nonsense daily change their side.
Äsk them the cause; they're wiser still, they say;
And still tomorrow's wiser than today.
We think our fathers fooļs, so wise we grow;
Our wiser sons, no doubt, will think us so.

\
Ņ

once school divines3 this zeaļous isle o'erspread; 4.{o

Who knew most sentences u'as deepest read.
Faith, Gospeļ, aļļ seenred made to be disputed,
Änd none had sense enouglr to be confuted.
Scotists and Thonrists now in peace remain
Ämidst their kinclred cobwebs in Duck Lane.a ,į{5

If faith itself has different dresses worn,
What wonder mo<įes in wit shou]d take their tum?
oft, leaving wlrat is naturaļ and fit,
The current folly proves the ready wit;
And authors thinį their reputation safe, 45o

Which ļives as long as fools are pleased to laugh-
Some valuing those of their own side or nrirld,

StiII make thcmseĮves the measure of rnankjnd:
Fondly6 we think we honor merit therr,
M/hen we but praise ourselves in other men. 4s5

Parties in wit attend on those of state,
And pubtic faction doubļes Private hate-
Pride, Malice, Ī"olly against f,)ryden rose,
In various shapes of parsons, critics, beaux;
But sense suwived, rvhen merry iests rvere past; a6o

For rising merit wiļl buoy up at ļast.

2. Those rvho have dįvided the church "sen(ences" aļludes to Peter Lombard's
poilĮ oi'į įot"įy. Pįpe stressed the BooĖ o! Scntences, a book esteemed by

frrsisyllablc, the pr nunciātion approved Sch^oļastic philosophers'
v*lį'r'".ā"'i" ī{' nīrtīo"ory. " 4. Strcet where publishers' remaindcrs

s. fi,"'_-įai"""l theoįogianļ, such as and second_hand books rvere sold'
įhe foĮlowers of Durrs Scotus and St. 5. Foolishly.
Thonras Aquinas menįioned įn line 444:
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Might he retum and bļess once moĪe our eyes,
New Blackmores and new Milbourns must arise.c
Nay, slrould great Homer ļift his awful head,
Zoiļus7 again would stāĪt uP from the dead.
Envy will merit, as its shade, pursue,
But like a shadow, proves the substance true;
For envied wit, like Sol eclipsed, makes known
The opposing body's grossness, not its own.
When first that sun too powerful beams displays,
It draws uP vāPors which obscure its ravs;
But even those clouds at last adorn its way,
Reflect ne\ļ/ glories, and augment the day.

Be thou the first true merit to befriend;
His praise is lost who stays till all commend.
Short is the date, alas! of modern rhymes,
And 'tis but iust to let them live betimes.
No longer now that golden age eppears,
When patriarch wits survived a thousand years:
Now length of fame (our second life) is lost,
And bare threescore is all even that can boast;
Our sons their fathers' failing language see,
Änd such as Chaucer is shalļ Dryden be-8
So when the faithful pencil has designed
Some bright idea of the master's mind,
Wļrcre a new worļd leaps out at his command,
Arrd ready Nature waits upon his hand;
When the ripe ėoļors soften and unite,
And srveetly meļt iuto iust shade and light;
Wherr melĮowing years their full perfection give,
And each bold 6gure iust begins to iive,

An Essay on Critickm

'Tis what the vicious fear, the virtuous shun,
By fools 'tis hated, and by knaves undonel

If wit so much from ignorance undergo,
Ah, Iet not learning too commence its foe!
of oļd those nrct rewards who could exccļ,
And such were praised who but endeavorcd weļļ'
Though triumphs were to generals only due,
Crowns were reserved to grace the soļdiets too.
Now they who reach Parnassus' lofty crown
Employ their pains to spurn some others down;
Änd whiļe sc]flove each iealous writcr rulcs,
Contending wits become the sport of fools;
But stiļļ the worst with most regret commend,
For each iIļ author is as bad a friend.

Š

'lhe treacļrerous co]ors the fair art betrav,
And all the bright creation fades awav!

Unlrappy wit, ļike most nristakeu things,
Atonēs not for that envy which it brirrgs. 495

In youth alone its empŲ praise we boast,
But soon the shortļived vaniŲ is iost;
Like some fair flower the early spring supplies,
That gaily blooms, but even in blooming dies,
What is this wit, which must our caĪes employ? s@

The owncr's wife, that other men enioy;
'lhen rnost our houble still when most adrnired,
And still the more \rye give, the more required;
Whose fame with pains we guard, but lose with ease,
Sure some to vex, but never all to please; sos

6. Sir Richard Blackmore, physician 8. The raįlicaĪ changcs that took pll::
ā d poct, had rttacked Dryden for the in the EngĮish language between,_t'*
immįrality of his plays; the Rev. Luke death of Chauccr in ļ40O and _įhe' 

d:3::
Miļbour had aįtacked his translaįion of Dryden in l700 suggested įnn,į ļ"

of Virgil. another 300 years Dryden_ woįlļo^_w

7. A reek critic of the 4th century unintelligiblc. Latin seemed the ontv

.c., who wrote a book of carping crit- nreans of attaining enduring fame'
icism of Homer-

To what base ends, and by what abiect ways,
Are morals urged through sacrede lust of praisel
Ah, ne'er so dįre a thirst of glory boast,
Nor in tlre critic ļet the marr be ]ostļ
Good nature and good sense must ever ioin;
To err is human, to forgive divine.

But if in nobļe minds some dregs remain
Nor yet purged off, of spleen and sour disdain,
Discharge that rage on more provoking crimes,
Nor fear a dearth in these flagitiousr times.
No pardon vile obsceniŅ shouļd End,
l'hough wit arrd art consĖiĪe to move your mind;
But dullness with obsceniŲ must PĮove
As shamefuĪ sure as impotence in love.
In the fat age of pleasure, wealth, and ease-

Sprung the rank-wecd, and thrivcd with large increase:
whcritove was alļ an easy monarch's2 care,

- 2153
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Seldorn at council, neveĪ in ā waĪ;
Įilts ruled thc state, and statesmcn farces rvrit;
i!ay, wits had pensions, and young lords ltad wit;
Thä fair sat pānting at a courtier's play, s4o

And not a maļka went unimproved away;
The modest fan was lifted up no more'
And virgins smiļed at what they blushed bcfore'
Thc foļiowing license of a foreign reign
Did all the āregs of bold Socinus drain;a 5'{5

Thcn unbelicvirig priests refonrrcd the natiou,
And taught more pleasant methods of salvation;
Wlrere Ēeaven's free subiects might their rights dispute,
Lest God himself should seem too absolute;
Pulpits their sacred satire Īearncd to spare, 55o

'9. Accursed. The pbrase imiįates Vir-
' įiļ's "".'i ncta !dmis-" "accur*d hun-rļ's..agri sactg !dmis'

trr for zold" (Aeneid ĪĪĪ.S?), wįļļiam III, a Į)utchman. Socinus was
l. Scandalouslv wicked. įhe name of two ltalian thcologiaus of
2. ct'"'t." ĪĪ Tho conclrrdinq line įhe l6th ce įurv who denied the divinitv

for gold" (Aeneid ĪĪĪ.S?), wįIļiam III, a Dutchman. Socinus was

2. Charļes II. The concluding lines the l6th century who denied the divinity
0f Part II discuss įhe corrupįion of wiį of Jesus'0f Part II discuss įhe corrupįion of wiį
Ęd poetry under this monarch'

pbrase imitates Vir- 3. A woman wearing a mask-
rzis," "accur*d hun- 4. Thc "foreign reign" re{ers to
reld III.57), WįIļiam III, a Dutchman. Socinus was
icked. įhe name of two ltalian thcologiaus of
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And Vice admired to find a flatterer there!
Encouraged thus, wit's Titans braved the skies,
Änd the press groaned with ļicensed blasphemies.
These monsters, critics! with your darts engage,
Here point your thunder, and exhaust your rage!
Yet shun their fauit, who, scandalously nice,
Wiļl needs mistake an author into vice;
A]ļ seems infected that the infected spy,
As aĪl ]ooks yellow to the jaundiced eye.
|7o9 r7rļ

The Rape of the Lock'
ÄN HERoI_coMĪcÄL PoEM

NoĮucram, Bcįinda, tuos oįarc capiĮĮos;
sed juuaį hoc lrccibls -" ':!Į^,::r::'

To MRs. 
^RJĮBEĻĮÄ 

FERMoR
Mao,rm,

It wilļ be in vain to deny that I have some regard for this piece,
since I dedicate it to you. Yet you may bear me witness, it was in-
tended orrly to divert a few young Īadies, who have good sense and
l' Thc Rcpc ol thc LocĖ įs based upon ol war, but it is the drawing_room war
an acturl episode that provoked a between the sexes; it has iįs heroe rnd
quarrel between two prominent Catholic heroines, buį tļey are baux and belle;
families. Pope's fricnd John Caryll, to it hss its supematurįl cLaractes
whom the poem is addressed (line 3), ('ļmgchinery") but they are Sylphs
suggesįed that Pope wĪite it, i the (borrowed, x Pope teļls us in his m-
hope that s lįttle lā ghter might serve gaging dedicatory letįeĪ, from Rosl-
to soothe ruffied tempers. Lord Petre had crucian lore)<reaturcs of the air, the
cut ofr a lock o{ hair from the bead of souļs of dead coquett s, wiįh tasks a>
tbe lovely Arabella Fermor (often propriate įo įheir nature--or the Gnome
spelled "Farmcr" and doubtless so pro- Umbriel, once a prude on earth; it ļį3
nounced), much įo tbe indignation of its epic game, played on the ļ'velveį

the lady and her relatives. In its plain" of įhe cgrd table, -its feastin8
original 

-version of two cantos and 334 Įeroes, wbo sip cofree and 8ossip, įLr

linĀ, published in 1?12, The Raįe o! battle, fought ī,ith the clich& of com'
thc Lick w*s a great guccess. In't?l3 pliment anā conceils, wiįh froms..and
a new vereion w'as undertaken agaimt įngry glances, with snuff and a bodkin;
the advice of Addison, wbo considered it has the traditional epic journey to

the poem perfect as it Ļr firsį writįen. the underworld-here the Cavc of Spļeen,
Popė greatly expanded the earlier ver- emblematic of the peevish ill naturc
sion, adding the detighįful "machinery" of spoiled and hypochondriacaļ- women'
(i.e., the šupernatural agents in eģic And Pope creates a world in wļich įhesc
action) of the Sylphs' Belinda's toilet, actions take plac9. a_ world_ thįt' L9

the caįd game, and įbē visit to tļe Cave dense with beautiful oljects: brocįdca-ļ
of Spleen-in Canto IV. In l7ļ7, wiįh ivory and tortoise shell, cosmeįics.a'nd
įhe addition ol Clarissa's spech on diamonds, lacquered fumiture, silvcr
good humor, t}e poem assumed its final teapot' delicaįe chinaware. Īt is a wo_rt9

Īorm. - thaį iļ constantly in motion įnd įhst
\ilith supreme įact, delicaįe fancy, sparkles and glitters with li8ht'.īhcthcr

playful wit, and the gentlest satire, PoįĖ the light of tlrā sun, or of Belinda's^e/Ę;
įlabor8įed the trivial episode whįch oc- or įhat lį8ht into which įbe "lļuļo
casionerļ the poem into įhe semblance of bodies of the Sylpbs seem to dissolvc ę
aa epic in miniature, the most nearly t}ļey flutter įn the shr_ouds cnd 1'9u^'^:
perfeot "heroi-comicai poem" in End- įhe mast of Belinda'_s ship. Thou8h roP
ii.h. The poem abounās in parodiį laughs at this worļd and its creaįurcs-
and echoes oĪ the ĪĮiad, the Aeneļd, and, and remembers that a 8ĪimmeĪ, daĪK;l
Paradisc Įast, įhus c nstantly foicing world surrounds iį (IIi.t9-24 įnd-_L
įhe reader to compare small įhin8s with l45-48)-he makes us very muc'h awEį"

great. The famiļiar devices o{ epic are of its beauty and its charm. - 1 .Į1
observed, but the incidents or char- The epigraph may be įranslaįeo'_..:
acters are beautifully proportioned to was unwilling, Belinda, to ravisb /ouj
įhe scale of mock epic. The Rcįc tells locks; but Ī rejoice įo have conce""
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good humor enouglr to laugh not onļy at their sex's ļittle un_
gįlarded fo]]ies, but at their owll. But it was communicated with the
air of a secret, it soon found its way into the world. An imperfect
coPy having been offered to a bookselļer' you had the good natuĪe
for my sake to consent to the publication of one more coĪrect; this
Ī was forced to, before I had executed haļf my design, for the
Īnachinery was entireļy wanting to complete it.

The machinery, Madam, is a term invented by the critics, to
signify that part which the deities, angeļs, oĪ demons aĪe made to
āct in a poem; for the ancient Poets are in one ĪesPect ļike nranv
Īnodem ļadies: ļet an āction be never so triviaļ in itseif, they
always make it appear of the utmost importance. These machines
I determined to raise on a very new and odd foundation, the Rosį
crucien 1" doctrine of spirits.

I know how disagreeable it is to make use of haĪd woĪds befoĪe e
lady; but 'tis so much the concern of a poet to have his works under-
stood, and particularly by your sex, that you must give me ļeave to
exPļain two or three difficuļt terms.

The Rosicrucians are a people I must bring you acquainted with.
The best āccount I know of them is in a French book caļled Le
Comte de GabaĮis,lb which both in its titļe and size is so ]ike e noveļ,
that many of the fair sex have Īead it for one by mistake. According
to these gentļemen, the four elements are inhabited by spirits,
which they call Sylphs, Gnomes, Nymphs, and Salamanders. The
Gnomes or Demons of earth delight in mischief; but the Sylphs,
whose habitation is in the air, are the best-conditioned creatures
imaginable. For thcy say' any mortāĪs may enjoy the most intimate
familiarities with these gentļe sPiritsl uPot] a condition very easy
to aļļ true adepts, an invioļate Preservetion of chastity.

As to the following cantos' all the Passages of them aĪe as

fabuļous as the vision at tlre beginĪritlg, oĪ the trarrsfonnatiorr at

the end; (except the ļoss of your hair, which I always me tion
with reverence). The human PeĪsons are ās fictitious as the airy
ones; and the character of BeĮinda, as it is now manāged, Īesemb]es
you irr nothing but in beauĘ.

If this poem had as many grāces as there are in your Person, oĪ in
your mind, yet I could neveĪ hoPe it shou]d Pass thĪough tļįe
'orld ha]f so uncensuĪed as you have done. But ļet its fortune be

what it wiļl, mine is happy enough' to have given nle this occasion
of assuring you that I am, with the truest esteem,

Maoau,
Your ntost obedient, humble SeĪydnt,

Ä. Popr
this Įo your prayers'' (Marįiįļ, Epį le. A system of arcane phiļosophy in-
ļrans XĪI.lxxxiv.l-2). Pope substi_ troduced into EngĮand from Germany
įuted his heroine for Martial's Poļy- in the l7th century.
timus. The epigraph is intended to sug- tb. By įhe Abbė de Montfaucon de ViĻ
8esį that įhe poem was published at lars, published in l670.
Miss Fermor's requst.

š
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AUGUSTAN REFLEC'IIVE POETRY

JOHN DENHAM (Ī615-69)
Apart from Milton, the poet the Augustans unequivocally admired and actively
imitated.
Cooper's HįĮl (1642-88) _ estabļished the exact standard of good writing, a due
obedience to decorum and correctness of form, imagery uoā vocabulaĻ, set apattern for the English poetry of place which combiiesihe ce1ebratio" āiįr*.
with reflections on politics, history, moraļs with associations national and from
classical mythology

Denham's mode was much copied. It irrspir'ed Pope's |YincĮsor Forest(l713) andJohn Dyer's Grongar HįĮI (1]26).

The presentation of an idealized rural idyll as an aid to reflection, philosophical
meditation and personal introspection in the Augustan period served as a
counterbalance to the urban satire. Both the urban satirį and rural meditation der.ive
their inspiration from Horace, who excelled in both and is the predominant influenceofthe age.

HORACE (55-8 BC) was most admired for his temper, which is balanced, mature
and manly and his grave, generalized phrasing which flows frorn it. He u,as pre_
eminently a poet of general themes.
His odes, apart from those on political subjects, treat the pleasures of friendship ancl
of rurai solitude, the transcience of human-happiness, the folly 

"f "*įii;;ä, i...
the themes that have fomred the common stock of reflection for the ordinary manin every age. These themes he treats with a remarkable delicacį āirr.į"į'į *aclarity of definition, giving the casual meditation the stamp of pĮrmanÄ..]wnut
the Augustans found most valuable for their own age was his decorum -- a delicate
adjustment between language, metricaļ emphasis, thought and feeling, which
creates a sense of harmony between the poet arrd the readįr.

Hotace's poetry, arrd that of tļre Horatian traditioņis not dramatic, it is essentially
reflecfive - it means that the experiences which he treats are not presented,for their
immediate impact but for the sake of generalized reflections which dlow from abalanced presentation of different ūofional states. The remoteness in tlrem is thuscalculated' The poet merges his own individuaļity in the general consciousness o{.his
readets, pointing to what he has in common with the readįr and ignoring what
separates them. The reader, in his tum, looks for what he already knows=rather than
searches for unknown realms of experience. This kind of poetry demands from both
the reader and the poet an understanding of how much personal emotion a poem canbear without disturbing the desired bįlance. Both parties are here to exercise theirfaculty of 'judgement'. This insistence on proportion aĮlows little scope for thepresentation of the unique nature of emotioįal āxperierrce. But while thĮ range ofsensitivity is thus ļimited in one way, it is extended in another - the poet,s emotion
has been so framed that it impiies ail situations in which such an eĻotion mightarise' This is coupled with a strong a\ryareness of tradition and the relevance Įf past
literature to contemporary experienįe. The newness of the poem consists in the subtlerelationship which tlre poet establishes between the experiÄce of the past and that of

446



his own day, creating theleby a sense of timelessness. (See countess of
Winclrilsea'sW-observationforthesakeofgenera1reflection)

Augustan poetry is always awale of its social context. Wlriļe in the 17C tradition a
retreat to nature meant retirement from practical business to ideal contemplation (see
Pope's ode to Solitude, Winchilsea's The Petįtįon for an AbsoĮute Retrecļl and
Hughes's A Thoaght įn a Garden, ull irr e 18C a
retreat came to mean turning from ambition to usefulness (on the Horatian model),
asking thus for the best of both worlds - to have life's pleasures and immortality. This
also resolves the old conflict between Nature and Art - Nature is still the antithesis of
the artfulness of the courtier (like it was in the pastoral) but she is now "Nature
methodized" (Pope), "Nature taught Art", Nature which has benefited fi.om man,s
civilizing hand. (See Pomfret's The Choice advocating the Horatian 'gold.en mean,)

Thomas Gray?s Elegv |vritten įn a Countrv ChurchvarcĮ (1751) represents the
highest aclrievement of the Augustan reflective tradition. It intermixįs the poetry of
country retirement with selįreflective noctumaļ reveries on the egalitariannature of
Death the Great Leveller (probably modellerJ on tlre 24th od,e of Hįrace's 1't book of
odes). Its influence persists untit the end of the century. But from 1750 onwards there
is a significant shift of emphasis * from moral and social issues to the cultivation of
feeling for its own sake.
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SĮR JoHN DENHA]VI

fiom Cooper's HiĮĮ

lThe Tharnesf

My eye, descending from the hill, surveys
Where Thames amongst the wanton valleys strays.
Thames, the most loved of all the Ocean's sons,
By his old sire to his embraces runs,
Hasting to pay his tribute to the sea,
Like mortal life to meet eternity;
Though with those streams he no resemblance hold-Whose 

foam is amber, and their ņaveĮ gold;
His genuine, and less guilty, wealth t'eņlore,
Search not his bottom, but survey his shore,
O'er which he kindly spreads his spacious wing,
And hatches plenŅ for the ensuing spring.
Nor then destroys it with too fond a stay,
Like mothers which their infants overlay;
Nor with a sudden and impetuous'wave)
Like profuse kings, resumes the weaļth he gave.
No uneņected inundations spoil
The mowers' hopes, nor mock the ploughman's toil;
But godlike his unwearied bounty flows:
First loves to do, then loves the good he does.
Nor are his blessings to his banks confined,
But free and common as the sea or wind,
When he to boast or to disperse his stores,
Full of the tributes of his grateful shores,
Visits the world, and in his fly-S towers
Brings home to us, and makes both Indies ours;
Finds wealth where 'tis, bestows it where it wants;
Ciües in deserts, woods in cities plants;
So that to us no thing, no place is strange,
Whiļe his fair bosom is the world's exchange.
Rome only conquered haĮf the world, but trade
one commonwealū of that and her hath made,
And, though the sun his beam extends to all,
Yet to his neighbour sheds most liberal:
Lest God and nature parrial should appear,
Commerce makes everything groril everywhere.
Oh could I flow like thee, and make thy stream
My ņeat example, as it is my theme!
Though deep, yet clear, though gentle, yet not dull,
Strong without rage, without o'erflowing full.

(t6az48)
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ALEXANDER POPE

from Wndsor Forest

To the Right HonourabĮe George Lord Lansdopne

Trty forests, WindsorI and thy gĪeen retreats,
At once the lVlonarch's and the IVIuses' seats,
Inüte my lays. Be present, sYlvan maidsļ
Unļock your springs, and open all your shades.
Granviļle commands; your aid, o Muses, bring!
What Muse for Granvilļe can refuse to singl

The ņoves of Eden, vanished now So long,
Live in description, and look ņeen in song:
These, were my breast inspired with equal fiame,
Like them in beauŲ, should be like in fame.
Here hilļs and vales, the woodļand and the plain,
Here earth and water seem to strive again;

Not chaos-like together crushed and bruised,
But, as the world, harmoniously confused:
Where order in varieŅ we See,
And where. though all things differ, aĮl agree.
Here waving gĪoves a chequered scene display,
And part admit and part exclude the day;
As some coy nymph her lover's warm address
Nor quite indulges, nor can quite repress.
There, interspersed in Įawns and opening glades,
Thin trees arise that shun each other's shades.
Here in full light the russet plains exrend:
There, wrapped in clouds the bļuish hiļls ascend:
Ev'n the wild heath displays her purple dyes,
And midst the desert fruitful fields arise,
That crowned with rufted trees and springing corn.
Like verdant isles the sable waste adorn.
Let India boast her plantsJ nor ęnvy we
The weeping amber or the balmy tree,
While by our oaks the precious loads are borne,
And realms commanded which those trees adorn.
Not proud olympus yields a nobĮer sight,

Though gods assembled grace his tow'ring height,
Than what more humbie mountains of'fer here,
Where, in their blessings, aļļ those gods appear.
See Pan with flocks, with fruits Pomona crowned,
LĮere blushing Flora paints th' enamelled ņound,
F{ere Ceres' ņfts in waving prospect stand.
And nodding tempt the joyful reaper's hand;
Rich Industry sits smiling on rhe plains,
Ąnd peace and pĮenŅ teli' a Stuart reigns.
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Grongar HiĮĮ

Sllr,rur Nymph, with curious eye!
Who, the puņle ev'ning, lie
On the mountain's lonely van,
Beyond the noise of busy man,
Painting fair the form of things,
While the yellow Įinnet sings;
or the tunefuļ nightingale
Charms the forest with her tale;
Come with all thy various hues,
Come, and aid thy sister Muse;
Now whiļe Phoebus riding high
Gives lustre to the land and sky!
Grongar Hill invites my song,
Draw the Įandscape bright and strong;
Grongar, in whose mossy cells
Sweetly-musing Quiet dwelĮs;
Grongar, in whose silent shade,
For the modest Muses made,
So oft I have, the evening still,
At the fountain of a rill,
Sat upon a flow'ry bed,
With my hand beneath my head;
WhiĮe strayed my eyes o'er Towy's flood,
Over mead and over wood,
From house to house, from hiĮl to hilļ,
Tilļ Contemplation had her fiļl.

About his chequered sides I wind,
And leave his brooks and meads behind,
And groves and grottoes where I lay,
And vistoes shooting beams of day:
Wide and wider spreads the vale,
As circles on a smooth canaĮ.
The mountains round, unhappy fate!
Sooner or later, of all height,
Withdraw their summits from the skies,
And lessen as the others rise:
StiĮļ the prospect wider spreads,
Adds a thousand woods and meads,
Still it widens, widens still,
And sinks the newly-risen hill.

Now Į gain the mountain's brow,
Mtrat a landscape lies below!
No clouds, no vapours intervene,
But the gay, the open scene
Does the face of nature show,
In all the hues of heaven's bowļ
And, swelling to embrace the light,
Spreads around beneath the sight.

old castles on the cliffš arise,
Proudly tow'ring in the skiesl
Rushing fiom the woods, the spires
Seem from hence ascending fires!
Half his beams Apollo sheds
on the velļow rrrountain-heads!
Gilds the fļeeces of the flocks,
And glitters on the broken rocks!

Ēļeļorv me trees untrumbered rise,
Beautifįl in various dyes:
The gloomy pine, the poplar blue,
The yellow beech, the sable yew,
Tļre slender lir that taper grows'
The sturdy oak with broad-spread boughs.
And beyond the puņle grove'
Haunt of PhilĮis, queen of Įovel
Gaudy as the op'ning dawn,
Lies a long and level lawn,
On which a dark hill, steep and high,
Holds and charms the wand'ring eye!

Deep are his tēet in Towy's flood,
His sides are clothed with waving wood,
And ancient towers cro\trn his brow,
That cast an awful iook below;

Whose ragged walls the ivy creeps,
And with her arms from falling keeps;
So both a safery from the wind
On mutual dependence find.

'Tis now the raven's bleak abode;
'Tis now th' apartment of the toad;
And there the fox securely f'eeds;
And there the pois'nous adder breeds,
Concealed in ruins, moss and weeds;
WhiĮe, ever and anon, there falls
Huge heaps of hoary mouldered waļls.
Yet time has seen, that lifĮs the low,
And leveļ lays the lofty brow,
Has seen this broken pile complete,
Big with the vanity of state;
But transient is the smile of fate!
A ļittļe ruĮe, a Įittle sway,
A sunbeam in a winter's day,
Is all the proud and mighty have
Bemeen the cradle and the ņave.

And see the rivers how ūey run,
Through woods and meads, in shade and sun;
Sometimes swift, sometimes slow,
Wave succeeding wave, they go
A various journey to the deep,
Like human life to endless sleep!
Thus is nature's vesture wrought
To instruct our wandlring thought;
Thus she dresses ņeen and gay,
To disperse our cares away.

Ever charming, ever rrew,
When will the landscape tire the viewl
The fbuntain's fall, the river's flow,
The woody valleys, warm and low;
The windy summit, wild and high,
Roughly rushing on the sky!
The pleasant seat, the ruined tow'r,
The naked rock, the shady bow'r;
The town and vilĮage, dome and farm,
Each give each a double charm,
As pearls Įtpon an Ethiop's arm.

See on the mountain's southern side,
Where the prospect opens wide,
Where the evening gilds the tide;
How cļose and smalļ the hedges lie!
What streaks of meadows cross the eve!
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A step methinks may pass the stream,
So ļittļe distant dangers seem;
So we mistake the future's face,
Eyed through hope's deluding glass;
As yon summits soft and fair,
Clad in colours of the air,
Which to those who journey near,
Barren, brown and rough appear;
Still we tread the Same coarse ļilay,
The present's stilļ a cloudy day.

O may I with myself agree,
And never covet what I see:
Content me with an humble shade,
My passions tamed, my wishes laid;
For while our wishes wildly roll,
We banish quiet from rhe soul:
'Tis thus the busy beat the air,
And misers Bather wealth and care.

Now, ev'n now, my ioys run high,
As on the mountain-turf I lie;
While the wanton Zephyr sings,
And in the vale perfumes his wings;
While the waters murmur deep;
\ilhile the shepherd charms his sheep;
ĮVhile the birds unbounded fly,
And with music fill the sky,
Now, ev'n now, my joys run high.

Be full, ye courts, be great who will;
Search for Peace with all your skill:
Open wide the lofty door,
Seek her on the marble floor,
In vain you search, she is not there;
In vain ye search the domes of care!
Grass and flowers Quiet treads,
On the meads and mountain-heads,
Along with Pļeasure, closc allied,
Ever by each otįter's side:
And often, by the murm'ring rill,
}{ears the thrush, while aļl is stilļ,
Witļrin the groves of Grongar Hill.

Ģ'7z6)

ALEXANDER POPE
r688_17 44

ode on SoĮitude

Hnppy the man whose wish and care
Ą few paternal acres bound,
Content to breathe his native air,

In his own ground

Whose herds with milk, whose fields with bread,.Whose 
flocks supply him with anire,

Whose trees in Suūrmer yield him sĖade,
In winter fire.

Blest! who can unconcernedly find

ļ{o,u.r, įayg,. and years slide Įoft away,
ln heaļth of body, peace of mind,

Quiet by day,

ior"{ sleep by night; study and ease
Together mixed; sweet recreaüon
And inn_o-cence, which most does please,

With meditation.

Thus let.me live, unseen, unknown;
Thus unlamented let me die;
Steal from the world, and not a stone

Tell where I lie.

(t7 t7)
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A Tltough.t in a Gąrden

wRITTEN ĪN THE YEÄR Ī7o4

Deliglrrful mansion ļ blest reķeat l' Wltere alĮ is silent, aļl is sweetļ

*.. Contemplation prunes her winņ,
Īre raptr-rred Muse more funefuļ ,inĮ',
Fļl. May leads on the cheerful ķoÄ',
And opens a new worļd of flowers.
Gay PĮeasure ļtere ąJĮ dresses wearE
And in a t]rousand sĮrapes aPPearS.
Pursued by Fancy, how sh" ro,r"s
T'lrrough aĘ walks, and musefuĮ groves;
Springs-in each pĮant arrd biossomäd rree,

And cļrarrns in aĮl Ī ļrear and sccl
Īn this elysium while Ī stray,
And Nature's fairest face survey,
Earth seems new-born, and life more bright;
Time steals away, and smootĮrs his fiiglrt;
And Thougļrt's bewiļdered in deligĮrt.
W}rere are tļte crowds I saw of latei
W1lat are tļrose taĮes of Europe's fatei
of Anjou, and tļre Spanislr crown;
And leaņes to pull usurPers downl
of marcļling armies, distant wars;
Of factions, and domestic jarsl
Sure these are last night's dreams, no more;
Or some romance, read lately o'er;
Like l{omer's antique tale of Troy,
And powers confederate to destroy
Priam's proud house, the Dardan name,
Witļr lrim tlrat stole the ravislred dame,
Arrd, to PosseSS anotļter's right,
Durst tļre whoļe world to aĪms excite.
Come, gentle Sleep, my eyelids close,
Tļrese dull impressions help me lose:
Ļt Fancy take ļrer wing, and find
Some better dreams to soothe my mind;
Or waking let me learn to live;
The prospect wiļi instruction give.
For see, wļrere beauteous Thames does glide
Serene, but viitļr a fruitful tide;
Frce from extremes of ebb and flow,
Not sweļled too high, nor sunk too low:
Sucļl let my life's smoot]r current be,
TilĮ from Time's naĪĪo-w sĮrore set free,
It mirrgle with tļr'eternal sea;
Anc1, there enlarged, sha.ll be no more
'Ihat ujJling rJring it was before.

AŅĮNE FINCFĮ, COUĪ\ĮTESS oF WIĪ\ĮCHILSEA
166rt7zo

from The Petition fzr an Absolute Retreat:
Inscribed to the Right Honourabļe Catharine

Countess of Thanet, Mentioned in the Poem under
the Name ofArminda

GtvB me, O indulgent fate,
Give me yet, before I die,
A sweet, but absolute retreat,
Mongst paths so lost and trees so high
That the world may ne'er invade,
Through such windings and such shade,
My unshaken liberty.

No intnrders thither comeļ
Who visit but to be from home;
None who their vain moments pass,
Only studious of their glass:
News, that charm to listening ears;

That common theme for every fop,
From the statesman to the shop,
In üose coverts ne'er be spread,
Of who's deceased or who's to wed;
Be no tidings thither brought,
But silent as a midnight üought,'Where 

the world may ne'er invade,
Be those windings, and that shade.

Courteous fate! afford me there
A table spread without my care,
With what the neighbouring fields imparr,
Whose cleanliness be all iķ art:
When of old the calf was dressed
(Though to make an angel's feast)
In the plain, unstudied sauce
Nor truffle, nor morilĮia was;
Nor could the mighty patriarch's board
One far-fetched ortolan afford.
Courteous fate, then give me there
Only plain, and wholesome fare.
Fruits, indeed (would,heaven bestow),
Aļl that did in Eden ņow,
All but the forbidden tree,
Wouļd be coveted by me:
Grapes, with juice so crowded up,
As breaking through the native cup;
Figs, yet growing, candied o'er
By the sun's attracting power;
Cherries, with the downy peach,
Aļļ within my easy reach;
Whilst creeping near the humble ground
Should the strawberry be found
Springing wheresoe'er I strayed,
Through those windings and that shade.

morillia] morels patriarch's] Abraham's (Gen. r8: 7)

JOHN HUGHES
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ANNI., F-INCH, COUN'IESS OF WINCHILSE,A
t66t-r 7 zo

A Ī'Įocturlitll Rnlerie

I N such a night, rvļlen evet} louder lvind
Is to its distant CaYerlļ safe confrned;
Arrd onli, gentļe Zeph'yr fäns his wings,
And lonely PhilorneĮ' still waking, sings;

Or from some tree, famed for the owl's delight'

She, hollowing clear, directs the wand'rer nghr;
In such a night, when passing clouds give pĮace,
or thinly veiļ the heaven's mysterious face;
When in some river overhung with gĪeen'
The waving moon and trembling ļeaves are seen;
When freshened grass nov/ bears itself upright,
And makes cool banks to pĮeasing rest invite,
Whence springs the woodbind and the brambĮe-rose,
And where the sleepy cowslip sheltered grows;
Whiļst now a paler hue the foxglove takes,
Yet chequers stiļļ with red the dusĻ brakes;
When scattered glow-worms, but in twilight fine,
Show trivial beauties, watch their hour to shine;
Whilst Salisb'ry stands the test of every light,
In perfect charms and perfect virtue bright;
When odours, which declined repelling day,
Through temp'rate air uninterrupted stray;
When darkened groves their softest shadows wear,
And falling waters we distinctly hear;'When 

through the gloom more venerable shows
Some ancient fabric, awful in repose,
Whiļe sunburnt hilļs their Swarthy looks conceal,
And swelļing haycocks thicken up the vale;
When the loosed horse now, as his pasture leads,
Comes slowly ņazing through th' adjoining meads,
Whose stealing pace and lenņhened shade we fear.
Till torn-up forage in his teeth we hear;
When nibbling sheep at large pursue their food,
And unmolested kine rechew the cud;
When curlews cry beneath the village walls,
And to her straggling brood the partridge calls;
Their short-lived jubilee the creatures keep,
Wrich but endures whilst tyrant man does sleep;
When a sedate content the spirit feels,
And no fierce light disfurbs, whilst it reveaĮs,
But silent musings urge the mind to seek
Something too high for syllables to speak;
Tiļl the free soul to a compos'dness charmed,
Finding the elements of rage disarmed,
o'er all beĮow a solemn quiet ņown,
Joys in th' įnferior world and thinks it ļike her own:
In such a night let me abroad remain,
Till morning breaks, and aļļ's confused again:
Our cares, our toils, our clamours are renewed,
Or pleasures, seldom reached, again pursued.

(,,2,.1)
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The Choice

I p heav'n the gratefuļ liberw would give.
That I might choose my method horv to live,
And all those hours propitious Fate should lend
In blissful ease and satisfaction spend:

ŅĮear Some fair town I'd have a private seat,
Buiļt uniform, not little, nor too great:
Better, if on a rising ground it stood,
Fields on this side, on that a neighbouring wood.
It should within no other things contain
But what were useful, necessary, plain:
N{ethinks 'tis nauseous, and I'd ne'er endure
The needless pomp of gaudy furniture.
A littļe garden, grateful to the eye,
And a cool rivulet run murm'ring by,
On whose delicious banks a stately row
Of shady limes or sycamores should grow;
At th' end of which a silent study placed
Should be with alļ the noblest authors graced:
Horace and Virgil, in whose mighry lines
Immortaļ wit and solid learning shines;
Shaņ Juvenal, and am'rous ovid too,
Who aļl the turns of love's soft passion knew;
He that with judgement reads his charming lines,
Īn which strong art with stronger nature ioins,
Must grant his fancy does the best excel,
His thoughts so tender, and eņressed so well;
With all those moderns, men of steady sense,
Esteemed for learning and for eloquence.
In some of these, as fancy should advise,
I'd always take my morning exercise:
For sure no minutes bring us more content
Than those in pĮeasing, useful studies Spent.

I'd have a cļear and competenĪ estate,
That I might live genteelĮy, but not great:
As much as I could moderatelv spend;
A ļittle more, sometimes t' oblige a friend.
Nor should the sons of poverty repine
Too much at fortune, they should taste of mine;
And alļ that objects of true pity were
Should be relieved with what my wants could spare:
For wirat our fuiaker has too largely giv'n
Shouļd be returned in gratitude to heav'n,
A frugal plenĘ shouid my tabĮe spread,
With heaĮthv' not luxurious, dishes fed:
Enough to satisfu, and something more
To feed the stranger, and the neighb'ring poor.

7o
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Strong meat indulges vice, and pampering food
Creates diseases, and inflames the blood"*
But what's sufficient to make nature strong,

Ą1rd the bright lamp of life continue long,
Į'd freely take; and, as i did poSSeSS,
The bounteous Author of my pĮenŲ bless.

I'd have a little vault, but always stored
With the best wines each vintage could afford.
Wine whets the wit, improves its native force,
And gives a pleasant flavour to discourse;
By making all our spirits debonair,
Throws off the lees, the sediment of care.
But as the ņeatest blessing heaven lends
May be debauched, and serve igaoble ends;
So, but too oft, the ņape's refreshing juice
Does many mischievous effects prodūce.
My house shouļd no such rude disorders know,
As from high drinking consequently flow.
Nor would I use what was so kindly giv,n
To the dishonour of indulgent heav'n.
If any neighbour came) he should be free,
Used with respect, and not uneasy be
In rny retreat, or to himself or me.
What fieedom, prudence, and right reason give.
All men may with impunity receive:
But the least swerving from their rule,s too much;
For what's forbidden us, 'tis death to touch.

That lif-e may be more comfortable yet,
And all my joys refined, sincere, and great,
I'd choose two friends, whose .o*pr.ry would be
A great advance to my feliciry:
Well-bom, of humours suited to my own,
Discreet, and men as welļ as books have įnown;
Brave, gen'rous, witry, and exactly free
From ioose behaviour, or formaliĻ;
Airy and prudent, merry, but not Īight,
Quick in discerning, and in judņnģ right.
Secret they should be, faithful tā tĒeiitrust;
In reas'ning cool, strong, temperate, and just;
obliņng', open' without huffing brave,
Brisk in gay talking, and in sober, grave;
Cļose in dispute, but not tenacious; tried
By solid reasonr and let that decide;
Not prone to lust, revenpie, or envious hate,
Nor bus1l mecįdļers with intrigues of State;
Strangers to slander, and sworn foes to spite,
Not quarrelsome, but stout enough to fight;
Loyal, and pious, friends to Caesar; true,
Ąs dying martyrs, to their Aulaker too,
In their sociery i couļd not miss
,Ą permanent, sįtrcere, sūbstantial bliss. 4af
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Would bounteous heav'n once more indulge, Į'd cļroose

(For r,vho wouĮd so much satisfāction iose,
As witty nymphs, in conversation, give?)
Near some obliņng, modest fair to ļive;
For there's that S1veetness in a femaļe mind,
\Ąhich in a man'S we cannot hope to find;
That, by a secret but a porv'rfui art,
Winds up the springs of life, and does impart
Fresh vital heat to the transported heart.

I'd have her reason all her passions sway:
Easy in company, in private gay;

Coy to a fop, to the deserving free.
Still constant to herself, and just to me.
A soul she should have for great actions fit;
Prudence and wisdom to direct her wit;
Courage to look bold danger in the face,
No fear, but only to be proud, or base;

Quick to adūse, by an emergence pressed,
To ņve good counsel, or to take the best'
I'd have th' eņression of her thoughts be such,
She might not seem reserved, nor taļk too much:
That shows a want of judgement, and of sense;
More than enough is but impertinence.
Her conduct reņiar, her mirth refined,
Civil to StrangeĪS' to her neighbours kind;
Averse to vaniŲ, revenge' and pride,
In all the methods of deceit untried;
So fāithful to her friend, and good to alļ,
ŅĮo censure might upon her actions fall:
Then wouid e'en enly be compelled to say,
She goes the least of v'omankind astray.

To this fair creature I'd sometimes retire;
Her conversation would new iovs inspire,

Give Įiļ"e an edge so keen, no suriY care
Would venture to assault my soul, or dare
ŅĮear my retreat to hide one Secret Snare.
But so divine, so noble a repast
I'd seldom, and with moderation, taste.
For highest cordiaļs all their virtue lose
By a too frequent and too bold an use;
And what would cheer the spirits in distress,
Ruins our health when taken to excess.

I'd be concerned in no litigious jar;

Beļoved by all, not vainļY popular.
Whate'er assistance I had power to bring
T' obiige my country, or to serve my king,
Whene'er they called, I'd readilv afford,
Nly tonņe, ūY pęn' my counsel, or mv sword.
Law-suits I'd shun, with as much studious care,
As Į would dens where hungry lions are;
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And rather pur up injuries than be

1Ą 
plagtre to him, who'd be a plague to me,

I vaĮue quiet at a price too grĮat
To ņve for my revenge so āear a rate:
For what do we by all our bustle gain,
But counterfeit delight for real paīn?

If heav'n a date of many y.r.š would give,

Thļ' Ī'd in pleasure, ease, and plenry live.
And as I near approached the uė.g. õf lif.,
Some kind relation (for I'd have nĮ wife)
S_hould take upon him all my woridly crre,
While I did for a better statė prepare.
Then I'd not be with any trouble vexed,
Nor have the ev'ning of my days peņlexed;
But by a siļent and a peaceful deāth,
Without a sigh, resign my aged breath:
Ąnd when committed to the dust, I,d have
Few tears, but friendļy, dropped into my gTave.
Then wouļd my exit so proįitious be,
All men wouļd wish to live and die like me.

' The curferv tolls the knell of parting dav,
_ The lowing herd wind slowiy o'er-the ica,
The plowmaā homeward plodi lris weary ų.ä},

And lcaves the world todarkness and'to me.

Norv fad,es the g'limmering landscape on the sight,
And all the air a so'lemn stiļļness ļroļds,

Save where tlre bcetle w'ļreels his droning flight,
And drorvsy tinklings lulļ the distant ioIdš;

Savc that from yondcr ivy-mantlcd torver
'I'he moping orvl docs to the moon compļain

of srrch, as u,andering near ļrer sccrct bowei,
Molest her ancient solitary reign.

Ben-e.ath those rugged elms, that yew tree,s shade,
Wlrere ļleaves the turf in nlani, a nroldering lrcap,

Each in ltis lrarrow celļ forever laid,
'I'ļte rtrdcl forcfatļrers of the Itamict slcep.

Tļre.llrcezv crļ'ļ of incense_brea thing lv{orn,
Tlre swaiļow tlvittering from tļre"straru-buiļt shccļ,'T'lre cock's shriļļ cļlrriorl,įr the echoing ltorrr,2
No more sļlaļļ rouse tlrem from theĪr lowĪy bed.

For them no more the Įllazing hearth shall burn,
_ - 

ol b.ury ļrousewifc plv lIeržvening care;
No^cĮlildren rrrn to lisį įļterr sire,s ,.Īu-,'

or c,ļinlll }ris knees įlrc erlvied kiss to sirare.

Oft did the hanest to their sickle yield, r'

--'ļ'}rcir furrovroft the stubborn glĮbe:'lras broke;
IJorv jocrrnd did tlrey clrive tļrcir tįam aficļ<.ļl

Iiow bowed tlre woods berreatļr tlreir sturäy strokeļ

Lrt not r\nrbition mock tļreir usefuļ toil,
'Ī'lreir hornely jovs, and destiny obscure; :

Nor Grandeur lrear rvitli a disdairrf uļ smiļe
Tlre sļrort and silnple itrtnaļs of tire po<-rr.

Tļle boast of lreraĮdry,{ the pomp of power,
And rļl tllat beauty, all that wcaļth e'er gaVe,

Aų,lits alike the inevitabļe hour.
'l'lrc paths of glorv lead but to the grave.

Nor vou, vc prorrd, irrrpute to theše tļre farr,ļt,

-- -lf Mcrrrorv o'cr tļreir tornb no trophiesr,raise,
Wlrere tlrrouglr tlre longdrawn aisle alrcļ frettcds vault

The pcalirrg antlrem srvelļs the note of praise.

Can storied urnT or animated bust
Back to its nransion caļl tlre flecting brcitlr? :

Can Ilonor's voice prol'okeg the Šilenī dl'lst,
Or Flattcņ,sootlre the dulļ coļd ear of Deatļr?

Perhaps in this neglectcd spot is )aid
Some heart oncä pr.gnn,it with celcitiaI fire;

I'ļlnds tlrat įlic rod of ernpire miglrt ltavc siva,re<l,
or rr.aked to ccstįļsv thė livingĪyre.

Btrt Knowlcdge to their e1,es herunlįI. prg.
Riclt ų,itlr t'ire spoils of 

"iime did nį'er'ui'roil.
Clrilļ Penrrrv reprcsscd their noble rage,

And froze the gcnial current of tlre sotl'ļ"

Full many a gem of purest ray seĪene'
The dark unfathomed car,ės of ocean bear:

lītrll many a f]orvcr is born to bļusļr unsccn,
An<l rvaste its slveettrcss orr iļre descrt air.

Sorne village IĪampden,0 t]rat rvitlr cļaurrtlcss breast
Tlre ļittle tyrant of Įlis fieļds rvithsĮoo<J;

Solne mutc inglorious Miļton lrere may rĮst,
Some Crom,,vell guiltless of Iiis country's blood.

The-apPIaLrse of listening senįtes to colnniand,
_ The thrcats of pain and rLrin to dcspise,
To scatter plcnty b'er a smiling lancļ, '

And read their history in a nation's eyes,
Tlrcir ļot forbacļc: .,o, Į,r.u*r..irrį.r.į."
- 

J'lreir growing virtues, but tļleir crirncs confined;
Forbade to wadē tlrrorrgh slaLrglrter to a tlrrone,

Änd slrut the gates oĪ mercu on marrkin<J,

Tlre strLrggling pang5 of consciotrs trutlr to ļride,

^ 
To clucnch the blushes of ingcnuous shanre,

or-l-r9ap the shrine of Lr.rxury ancļ Pride
Witļr incense kįndļed at tīc IvIuse's flanre.

Iīar fronr tlre nradding crorvd's ignoblc strifc,
Tlrcir sobcr rvisĮlcs-ncver ļcarliccļ to sįrį1y;

A'long the cool seqtrestcrcd valc of ļifc
'l"lrcy kcpt tļre Iroiseļess tenor of tlreir rvay,

Yet evcn tļrcsc boncs from insult to protcct 
'Somc frail rrremorial strĮl crcctcd riiglr,

Witļr uncouth rlrymes and shapcless ictrlpttrre dccked,1
ļĪl1Pļorcs tltc passing trįbutc of a siglr.

'Ilr.eir name, tlreir years, spelt bv the rrnĮcttcrccļ lvlusc,
. 

'l'lrc place of famc and clcgv sirpplv:
And nranv a lroly Įcxt arounā-slrciįrė'',s,

Tļrat teach iļrį rrrstic moralisį to dic.

(r 7oo)

{Zonąs Ģną ųC,,/ 4
Elegy Written in a Country Churchyarcj

9. Joltn Įlampden ( I594-Ī643), who, gallanL solrJicr, hc was morįalļy lvoundedUoth as a į)rivate citizo. 2ņį' a5'ļ Ļ- 
^'rr.],"ii,'Ä ncar oxiorr].Į1enrber oI Parliamenį. ,"a1ouiIy 

-dgl 
i'. ör. ^liiiļi 'r,"rictl urn or animaįcdIentjcd thc righĮs of thc o.9p1ę. 1įą;11ļ1 r,,',i; a.įiiĮ.r..a insidc rhc church (oįhc auįocĪiįic policics of'cĖritÄ.i. n ;iiii n,;;1l;'i;,". o,,

42ę



' ,(*r{,

For rvlto to dumb ĮīorgetfuĮness a Prcy'
- Tļlis plcasing anxiotis bcirrg e'er icsigrrcd,
Lett tļtc rvarm precincts of tļre clrcerful day,

Nor cast one longing l'ingering look bchind?
on sonre fond brcast tlre 1>arting souļ rcĮics,

^ 
Some pious drops tlre closinģ cye rcqtrircs;

ļ:ven tronl tļre tonrb tlre voice of Natrrrc crics,
Even irr ortr asļtcs 'live their rvonted 6res.

For tIree, rvlro rrrirlcļful of tlre urrhonorccļ dclcļ
Dost in tļresc ļincs tlleir artļess tale relate;

Īf clrunce, by loncly contcmplation lcd,
Sonre kindred spirit sliall rnquire thy frte,

I Iaply some hoary-herded swairr may sa1,,

"Oft lrave we seen hirn ai the pcep of dawir
Bnrslring with hasty steps tlre dews arvay

'ļ'o rriect tļrc strn trpon tlre rrpland larvn.

"'I'ļtcrc rrį įļrc foot <lf 1,olrdcr iibdclirrg llcccli
Tļrat wreatlres its old farrtastic roots so lriglr,

Iļįs listless lengtĮr at trootttidc,tvould ļrc strctcļr,
Arrd pore upon tlrc brook that baĻbles by.

"I{ard by yon rūood, nolv smiling as in'scom,
Ī\,1uttering his rvayrvard fancieilre rvottld rove;'

Now drooping, lvocful rvan, like onc forļorri,
Or crazed with care, or crossed in hopeless love.

"Onc morn I nrisscd ļinl on tlre, crrstonred ļrįll,
Alorrg tlre lrcaįlr and ncar lris favorite tree; .-

Anotlrcr canle; llor yet besi<le tļre rilļ,
Nor up the lawn, nor at thc wood.rvas he;

"Tlre next witli <lirges due in sarļ arraū''
Slorv thņouglr the cļlurch'ivav path we salv'lriln ļorne.

A1>proaclr,irnd read (for Įlrotr cānst read) tlrc ļar,,

. Graved on the stone bencath von agcd thorn."
' TĪ{E . EPITAPII

II ere rests llk ltead upon the lap of Eaļth
A youĮh įo Forturc and tõ Fa1ü utrļlnown.

Fair Scienceį f rolvned'rtot on hĮs humbĮe birtli,
Attd MeĮuncltoĮy marked hin for heī owtl,

Lorge vas ltis bounty, and llis souĮ sincere,
I]eaven did a recontpense as ĮargeĮy sand:

ĮIe gal'e Įo Misery aĮĮ he had, a tear,
IIe gaitted f ronl I'Ieavett ('tlvas aĮl lte vislrcd) a friend'

No farther seeft his merits įo disclosej '

()r dralv ltis lraiĮties front tlteir die'ād abode
(")'Itere tĮtey aĮĮke itt trettbĮing llope repoše),

Tlte bosotlt of his FaĮher and his cod.
:r. t74z-5o ' ,75t
l. Lcarning.

1
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AUGUSTAN SATIRE

Satire was the only literary form invented by the Romans and the Romans gave the
gerrre its modern Sense and puņose.

In Latin there were two main groups of satirists:
1) the satiric poets who specialized in the invective against clearly identifiable or

thinly disguised personalities. The inventor of this Ņpe of poetry was Lucilius
(150-102 BC) whose works have not survived. His follower was Horace (65-8
BC) who began his career writing sour social criticism and, gradually mellowing,
turned to philosophicaĮ and aesthetic questions; towards midlife he gave up satires
for gentler epistles. After him came Persius (AD 34-62), an admirer of stoicism,
who wrote remarkably realistic satires in a vivid and strange slangy sŅle. The last
and greatest of Roman satirists was Juvenal (Juvenalis) (c. AD 55-130) who
produced the most bitter and eloquent social,satires ever written:,His best-known
and most often imitated satires are Satire 3 (on the horrors,of metropolitan life),
Satire 6 (a vicious attack on women) and Satire 10 (a sombre meditation on the

vaniry of human hopes).
2) Menippean satirists, writing in prose, with short interiudes of verse, often

parodic. This sŅle was invented by the Greek (or rather Syrian) Cynic philosopher
Menippus of Gadara (3'd century BC) who used it to make fun of his political
opponents. Cicero's friend Varro introduced the sŅle in Latin literature, but his
work is now lost.

In the Roman satire there are traces of certain Greek influences:
a) the desire to improve socieŅ and purge its abuses by attacking notorious fools

and villains derives from Athenian Old Comedy whose only surviving
representative is Aristophanes. Since the Romans had no equivalent to this kind
of comedy, they used satire for the Same puņose.

b) Greek street-preachers, usually Cynics and Sceptics, who gave ostensibly
improvised sermons (called 'diatribes') on themes drawn from their own
doctrines - usually on paradoxes which would attract a crowd,.and they would
illustrate them using anecdotes, character-sketches; fables,,dią1o*rres against
imaginary opponents, topical references, parodies,of'serious poetry, obscene jokes
and sĮang phrases. However, the moral seriousness, the direct violence and the

cruelty of satire are rather more Roman than Greek.
c) the prose of Lucian (Lukianos) (2nd century AD), who contributed a tone of

amused disillusionment, displaying a kinder and more gentle temperament than
is usual in Roman satirists. (His fabulous travel-tales served as models for Swift's
GulĮįver's TraveĮs.)

Satire based on the Roman model is a continuous piece of verse, or of prose
mingled with verse, of considerable size, with great variety of sŅle and subject, but
generally characterized by the free use ofconversational language, the frequent
intrusion of its author's personality, its predilection for wit, humour, and irony, great
vividness and concreteness of description, shocking obscenity in theme and language,
an improvisatory tone, topical subjects, and the generaĮ intention of improving socieŅ
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by exposing its vices and follies. Its essence is summed up in words rįdentem dįcere
uerum = joking in earnest,

Most modern satirical prose owes little directly to any classical satirist except Lucian.
Indirectly the writers, though, gained additional force and varieŅ of expression from
the study of Greco-Roman satire in general, being stimulated by their immense moral
energy, and encouraged to emulate their ironic amusęment, their vigorous brevity and
their surgical economy of effort.

Most modern verse satire, on the other hand, was directly inspired by the form, or the
matter, or both the form and the matter, of the Roman verse-satirists.

Mock heroic episodes do occur in Roman satire, but they are only a few dozoņ_ļines

long, with the exception of Juvenal's description of an imperial,council held.by
Domitian on a ridiculously trivial subject, related in grandiose terms'appropriate to

Homeric or Virgitian heroes. But there is no mock epic on the scaļe of DRYDEN's
(Absalom and AchitopheĮ, The Medal, MacFĮecknoe\ in classical ļiterature (Dryden
claimed to have been influenced by Tassoni's Ravįshed Bucket and Boileau's mock
heroic poem on an ecclesiasticaĮ dispute The Lectern). Juvenal had provided some

character sketches, but none so independent and full as those in Dryden's satires. His
satires are good-tempered, but capable at times of devastating scorn. He has a

genius for verse rhythm and an exceptional expressiveness of language.
He is surpassed in range of interest amd vitality of expression by

POPE who is the greater poet in virtue not only of immediate accessbility but of his

crystallization of the Augustan world in a style not less animatedly vernacular but

more subtle in its complex of sense-and-feeling. He produced the prettiest of all mock
heroic satires, and one of the earliest rococo poems, in The Rape of the Lock. His
best satires are his MoraĮ Essaysrthe EpistĮe to Augustus, The EpiĮogue to the

Satires,parts of The Duncįad and,best of aļl, the EpistĮe to Dr Arbuthnot. one
obstacle to the modern reader is Pope's dependence on contemporary references

which necessitates elaborate lists of explanatory notes. His greatness ļies in'his deeply
responsible concern for taste, intelligence and humaniŲ, expressed,with an

artistic intensify and personal passion which fuse into vividness,,and often into
beauŲ, the raw material of contemporary tife. He shares with the finest writers of
the time an original force, a power and a daring of conception, a genius of
expression and an exceptional richness of feeling.

The term "imitation" was first given currency by Dryden when he distinguished
among three kinds of translation: metaphrase, or word-by-word literal translation;

paraphrase, or a translation that rętains the meaning of the original but does so by

departing from strict literalness; and finally imitation which departs freely from the

original text to create a new poem in its spirit using the experience of the new age to

taketheplaceofear1iermaterial,(SWIFT,s@n
imitation of Virgil's Georgics,JOHNSON'' Londor.įan imitation of tŅ 3'd Satire of
Juvenal), The Vanįtv of IĪuman lĮįshes 1un i*ituti* of the l0'h Satire'ĻJuvenal)
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p?yp€Al
Mac Fļecknoe
Īhis superb mock-heroic satire, which looks ahead to Pope's achievement in Īhe
Dunciad, found its tiįle įn the death of a notoriously bad lrish poet, Richard Flecknoe
(d. 1678). Dryden has Flecknoe choose a successor in Īhomas Shadwelļ (1 640_92),
who liked to think of himself as the true heir of the great Ben Jonson (1572-1637).
Shadwell, in fact, gave Jonson's pĮays unstinting praise and imitated them with more
zeal than success; he added bioader effects of bawdry and slapstick, as Dryden recalls
in his satire (.l.42, 181,212). But, whatever his deviations from Jonson's_art, Shadwell
was impatient with Dryden's less than compĮete admiraįion of his master, and over ten
years enSaged Dryden in critical dispute on such matters as the true nature of wiL ln
1573 Dryden wrote, "l know ļhonour Ben Jonson more than my little critics, because
withoutvanity l may own lunderstand him better." ln general the dīspute had involved
little animosity on either side, and the occasion for this poem is not altogether clear.
The likeĮiest explanation is that Dryden resented Shadwelļ's praise of Buckingham's
Īhe Rehearsa/, in which Dryden was ridiculed.

Mac Flecknoe
AIĮ human things are subject to decay,
And rvhen fate summons, monarchs must obey.
This Flecknoe tound, ,,vho, ļike Augustus,o youņg
Was caļļed to empire, and had governed long;
ļņ prose and verse, rvas owned, r.vithout dispute'
ThrougĮr aļļ the reaims of Norņense, absolute.
This agėd prince, no',v flourishing in Peace,
Änd bļest rvith issue o[ a Iarge increase;
Worn out rvitļr business, did at length deba|e
To settle the succession of the state;
And, pondering which of aļl his sons was fit
To reign, and wage immortal war with ,,vit,
Cried: "Tįs resoļved; for nature pleads, that he
Shouid only ruĮe, rvho most resembļes me.
SĮr- alone my perfeci image bears,
lvlature iņ duļriess from lris tender yeals:
Sh- alone, of all my sons, is he
Who stands confirmed in fuļļ stupidity.
The rest to some faįnt meaning make pretence,
But Sh- nevet deviaLes into Seļ-ļSe.
Some beams o[ wit on ollrer souls may falĮ,
Strike through, and make a ļucid intervai;
But Slļ-'s genuine night admits no Īay,
His rising togs prevail upon the day.
Besides, his goodĮy fabrico fills the eye,
And seems designed for thoughtlessd majesty;
Tho-ughtĮess aS monarch oaks1hat shade Įh"Ļlrl.,,
And, spread in soļemn state, supinely reign'
Hefwood and Shirleyo rvere but typeso oJ thee,
Thou ļasI great prophet of tautoĮogy.o
Even I, a dunce of more renown than they,
Was sent before but to prePaĪe thy way;o
And, coarsely clad in Norwich druggel,o came
To teach the natįons in tlry greater name.

fabric a tenn gerrcrlrlĮ;. usec-į for a btrilclilrr r.in ļ.66 llelorv; Įrere a reIcrencc ro st,na'iĮti;.coņuĮent body
thoughtless carefrec; mirrc-ļless
Heyrr'9661 arrd Slrirle; Tlromas Ī_Īeyrvoocl ( c
r57.4.-r 6+ r ) and James Shirlcy ( r.sq6_rOO6 i.both popular and proĮific a.an'ntiits"įū";';Į
",.o,T'.":.. 

a hand in zzo pĮays, Shirlcy the äuthoroį 
.J.tj ) before the closing of thc thelįrs in r6zz,heļd in lorv regard in Dryden,s davtyP.cs ple6gurations, as olcļ Testäment natri_

archs^( Ąbraham, Noah), ļudges or ķi.į. ršr*_son, Der id, SoĮornon ), and piophet, i,'3."'tJį.
to prefigr1rg Christ, rvho *ās Ėh.į. 

"ut.iontion( as he is įhe "last Adam,')
tautoĮogy needļess repetition in oįher 'lor<ļs.here perhaps replacing,.theology"
PrePare Įhy 'aay as John the -Ėaptist does for
Ie5u5 ( .\(aįthew 3:3 )Norrrich. drugget a coarse frhric of wooĮ andļinen (like S"h:d*;ļį, fiom No.foĮk1, 434



My warbling lute," the lute I whįLom" Stlung,
When to King John of PortugaĮo Ī sun$,
Was but the prelude to that glorious day,
When tļrou on silver Thameso dįdst cut thy rvay,
Wiih weļļ-timed oars before tĮre royal barge,
SweļĮed with the pride of thy celestial charge;
And big with liymn, commander of a host,
The Įike was ne'er in Epsom biankets tossed.o
Methinks Ī see the new Ariono sail,
The ļute still trernbļing underrteath tlry nail.
At thy ..ve1l-sharperred iIrumb from sĮlore to sĮrore
The trebļe squeaks for fear, tĮle basses roar;
Eclroes [r'om Pissing AĮley" Sh- Caļļ,
Äņd Sh- they resound from Aston Haļl.o
About thy boat the Įittļe fuhes throng,
Äs ai the morning toasto that floats along'
Sometimes, as prince of thy harmonious band,
Thou wieldst thy papers in thy threshing hand.
St. Änd_rė'so feet ne'er kept more equai Lime,
NoL even the feet of thy own Psyche's rhfme;
Though they in numbero as in sense e.rcel:
So just, so ļike tauioĮogy, they fell,
TĮrat, pale with envy, Singletono forsrvore
The lute and sword, rvhich he in h-iumph bore,
And vorved ļle ne'er rvou]d act ViĮļeriuso more.'
llere stopped the good old sire, and *,ept for jov
In silent rapiures of the hopefuĮboy.
All arguments, but most his plays, persuade,
Tlrat for anoil'rtedo duļrresso he was made.

lute ShadrvelĮ rvas rirļįcrtird' Į:-l- Andrerr" _\Į:ņ.e
atrrong others, for lrįs *usical' prctensions
rvhiĮom fomerĮy
KiItg John oI PortugaĮ Fįgc\noe had visitetļ Po:
ttrgaĮ and claįnrcd to har.e been patronizcc b
the king.
siĮve.r Tharr'res This phrase and nrany itr succeec
ing lines' as rveļĮ ai the aĮĮusion to Arion, ecļ
a_- ceļeĮ:ration of Kinq Charļes b;. Edmun
WalĮer ( r6o6-87)"
in . tossed as rvas Sįr Sanruel Hear-tr_' tb
seĮf-styĮed rvit in Shadų-ell's play The Vi'rtws
( t676 ); rvith reference to ,Epsom \VeĮĻ, z
earlier Shadrvell comedy- ( t67z)
Arion the Įegendary Creek musįcian' 5a\-e
from dro*ning by dolpb.ins that were channe
by his mrrsic
Pissing AUey the ach:aļ name o[ Ēve stret
one near įhe Thames

Aston HaIl rrnidcntiffetļ
nlornįnE toast scwiūp Ē.-St A"d'.jį ;'Ė;J."-h'Įl'"äg master and chore-ographer for Shadweļl,s*Įoļ. fl ,t-į.o,d ;;;: ]' "Jj,.Ļfjl"|;, Įlf ii];number meter; quantitv
5rn€ļeton John Singletän, one of ūe royal musi_

Ij_l.l'": ll' character in Sir WilĮiam Davenalt,sJ.Įeg.e of. Rhodes ( r 6s6 ), of ten ridiculeJ f;;;;;:.-.],,,nc baįtles in ,""iīuü'" t."q"*.ä ķii.-iji"and sword', of the actor
sense to sound ) and thus sacrificing
anointed,i.e. Iooking fovard to the coronationot a nerv kinr

i:ļ":,:r_illĻing not simpĮy the power to borebUt sįuggisĮlness of mind, , .elapie rį*-"eĮį.a suĮ:stitution of the cheap ;;ä";;,,i#;h:
ä::?i";: 

"Į 
Į;.j,,::; +įr*i ;l1ķjL#;
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Ask you what provocation I have had?
The strong antipathy of good to bad.
When truth or virtue an affroni endures,
The affront is mine, my friend, and shouļd be yours.
lr{ine, as a foe professed to false pretence,
Who think a coxcomb's honour ļike lris sense;
Mine, as a friend to every rvorthy mind;
Aņd mine as man, who feel for alļ mankind.o

F. You're shangely proud.
P. So proud, Ī am no slave:

So impudent, I own myseif no knave:
So odd, my country's ruin makes me grave.
Yes, I am proud; I must be proud to see
ļ\'Ien not afraid of God, afraid of me:
Safe from the bar, the pulpit, and the throne,
Yet touched and shamed by ridicuļe aļone.

O sacred weaponl left for truth's defence,
Soļe dread of folly, vice, and insoĮence!
To ail but heąven-directed lrands denied,
The muse may give thee, but the gods must guide.
Reverent Ī touch tlteel but.,vith lronest zeal;
To rouse the watchmen of tlre public weaĪ,
To virtue's work provoke tlre tardy Haļ],o
Ancl goad tlre prelaie slunibering in his staļļ.
Īe tirrsel irrsects! whom a court maintairr.s,
TĮrai courrts your beauties orrly by your stains,
Spiri aIĮ your cob."vebs o'er tlre eye of dayl
Tļre mtrse's rvirrg slrall brrrslr you all away:
A]l lris Grace prelcltes, aĮllri.s Lordslrip" sirrqs,
.ĄlĮ tliat rnakcs saiIlts ol qtleell.s, and qocįs oF kirigs,
-Ąll, al] l;ut trutlt, dr<lps dcadborn from tlre press,
Lįke iļre Ilr.st gazette,o or tļre lirsL address."

\\'įlerr black amĮ:ition stains a pubĮic Cause,
A mortarclr's srvord wlren mad vaingiory cĪraws,
Not \\'aller'S r'r,reatlro carr lridc tļre natiorr's scar,
Nor l]oiļeauo turti tlre featlrer to a star.
Not so, rvhen diademed ,,vitļr rays divirre,

sĮarirrg reason crrckolrļ's ]rorns
Änd rrlinc . rrttnkirrd lrr adaptation oI Ter-
9"9."j "Ī įįn] į mlĮn| and I tl)ink nothing human
indifferent to nre"
ĖI;rĮl \\'estnrinsįer I{lļl, as thc seat of justice
Crace . Lordship bishop and peei
Bįzette officiirĮ government jorrrnal

address įhc fltmraį reņly trf P'arlianrent to the
king's opening speech
\1įaįler's ųleath Edlttrrnd -WlĮIer's pnnegyrics to
oliver Cromwcļį
BoiĮeau who, in ceĮebration of Louis ](ĪV's con-
cįtįest ot tĮle Lolvįlnds, suggested that the
feather in Lottįs's hat wouļd be a conrct or star
portcnding disnster įo his enemies

Touched with the flame that breaļ<s from virhre'S shrine,
Her priestess Muse forbids the good to die,
Ąnd opes the Temple of Eternity.
There, other h'ophies deck the ūuĮy brave,
Than such as Anstiso ęasts into the ņave;
Far other starso than o and o o wear,
And may descend to Mordington from StaiĪ:"
(Such as on Hough's unsullied mihe shine,
Or beam, good Digby, from a heart Iike tbine) . "
Let_Envy howĮ, while Heaven's whoļe chorus sings,
And bark at honour not conferred by kings;
Let Fļattery sickening see the incense risē,
Srveet to the world, and grateful to the skies:
Truth guards the poet, sanctifies the ļine,
Änd makes immortal, verse as meaĪl as mine-

Yes, tļre last pen for freedom Įet me drarr,,
When truth stands trembling on the edge of larv;
Here, Įast of Britons! let your names be read;
Are none, none living? let me praise the dead,
And for that cause rvhich made your fathers shine,
Fall by tire votes of their degenerate line.

F, Alasl aĪas! pray end wlrat you began,
And rvrite next lvintero more Essays on l[an.

r 73s

Alrstis Johrr Änstis, chief herald at anns, rvho
der'ised symboĮs of honors that werc oftetr cast
inttr tlrc graves of gĪeat peers
s įa rs sy nrlloĮs of the order of the Ga rter;
supply, thc nanles of (King) George and
( Prince ) Frcdcrick
descend to stair fĪom įhe Earl of Stliir, a
distingrIishcd soļdicr irnd envoy, to Lord hlor-
dingtorr, rvhose rvüe kept a gambĮin'g hotrse
Sųcįr as thinc "The one Uohn Horrgh,
Bishop rlf Wrlrcester] įn įssertor of the Clrrrrch
of Engllnd irr o1lposition įo thc falsc nįeįsUres

of King Jurncs II; thc other IWillianr, Lord
Digb;-J as firnrlv aįtached to įhe cause of that
kirrg; lroth acting out of principle, and eqrrallr.
nrcn of lronour and virtuė" (Pope)
rrliįc ncxt rviIrįcr "This rvas the last poenl of
t}re kirrcl printed hy ortr attthor, rviįh a rcsolrr-
tion to puhlish no morc, but to enler thus, in
tlle nto5t plein and soĮemņ manner he couļd, a
sort oI Proļcsį agįin5t that insuperabĮe corrup_
tiorl and depravity of manners rvhich hc hād
Įlcen so unhapp1, a.s lo ]ive to 5ce" ( Pope ).
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A Desu"i.pti'on of a Ciņt Shoner

Caķl'nul observers may foretell the hour
(By sure proņostics) when to dread a show'r:
While rain depends, the pensive cat gives o'er
Her frolics, and pursues her tail no more,
Returning home at night, you'll find the sink
Strike your offended sense with doubie stink.
If you be wise, then go not lär to dine'
You spend in coach-hire more than save in wine.
A coming show'r your shooting corns presage,
Old aches throb, your hollow tooth will rage.
Saunt'ring in coffee-house is Duļman seen;
He damns the climate, and compĮains of spleen.

lVleanwhile the South, rising with dabbled wings,
A sable cloud athwart the welkin flings,
That swilled more liquor than it could contain,
And like a drunkard gives it up again.
Brisk Susan whips her linen from the rope,
\ühile the first drizzling show'r is borne aslope;
Such is that sprinkling which some careless quean
FĮirts on you from her mop, but not so clean.
You fly, invoke the gods; then turning, stop
To rail; she singing, still whirls on her mop.
Not yet the dust had shunned th' unequal strife,
But aided by the wind, fought still for life;
And wafted with its foe by violent ņst,
'Twas doubtful which was rain, and which was dust.
Ah! where must needy poet seek for aid,
When dust and rain at once his coat invade?
Sole coat, where dust cemented by the rain
Erects the nap, and leaves a cloudy stain,

Now in contiņous drops the flood comes down,
Threat'ning with deluge this devotęd town.
To shops in crowds the daggled fēmales fly,
Pretend to cheapen goods, but nothing buy.
The Templar spruce, while ev'ry spout's a-broach,
Stays till 'tis fair, yet seems to call a coach.
The tucked-up sempstress walks with hasty strides,
While streams run down her oiled umbreļla's sides.
Here various kinds, by various fortunes led,
Commence acquaintance underneath a shed.
Triumphant Tories and desponding Whigs
Forget their feuds, and join to save their wigs.

Boxed in a chair the beau impatient sits,

WhiĮe Spouts run clatt'ring o'er the roof by fits;
And ever and anon with frightful din
The leather sounds, he trembles from within.
So when Troy chair-men bore the wooden steed,

Pregnant with Greeks impatient to be freed
(T'hose bully Greeks, who, as the moderns do,

Instead of paying chair-men, run them through),
Laocoön struck the outside with his Spear,

And each imprisoned hero quaked for f'ear.

Now from all parts the swelling kennels flow,

And bear their trophies with them as they go:

Filth of alļ hues and odours seem to teļļ
What Streets they sailed from, by the sight and smelĮ.

They, as each torrent drives, with rapid force
From Smithfield or St. Puļchre's shape their course,

And in huge confluent ioin at Snow Hill ridge'
FalĮ from the Conduit prone to Hoļborn Bridge.
Sweepings from butchers' stalls, dung, guts, and blood,
Drowneā puppies, stinking Sprats, alļ drenched in mud,
Dead cats and turnip-tops come rumbling down the flood'

JoNA'f HAN SWļF',I

depends impends
rink. sewer
aches pronouced,.aitches"
rpleen melauchoĮy,,.vapours,'

south soįįth wind
dabbĮed splrohed, slliįed rvith. mud
įthwāĪt the welkin across the sky (deliheratc
use of nrchaic-pastoraļ dicįion.)
quean rvench
contiguous drops a deliberrte latinate clevation
of diction
devoted doomed (again heroic diction)
daggled mud_spĮashed
cheapen bargein for
tellįpįįr ļįrw studetrį
abroach grrshing
chair cĮosed sedąn chair
įeaįhcr the rmf of thc chair
Laocoon rvho qucstioned įhe value of tlrc Tro-
ian Horse and tcsįcd it (d.encid rri_ 

___- _'-

Srnithfieļd thc cattĮe mįrket
st. PulchĪe,s įhe chtrrch of St. Sepulchre onSnorv Hiįl
sprats smnll Ēsh
Dead cats flood The last three. üņes ares\vift'5. Parody of the triPlet 1*ti"t' õĻjĮiand others įilvorcd, e5Peciaļly in poetw āf ahigh sįyļe) ond the ļaļt tinu'o p.ioaį,oiĮn"
e.rįended (twelve-syĮlabĮe) Alexandrine_ rvithruhich the tĪipļct-ofteį concĮuded. 
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SAĮ,IUEL JOHNSON
Frorn London: A poem

In Imitation of the Third Satire of Juvenalo
Prepare for death, if here ai night you roam,

A nd sign your wilĮ before you ,uį ton, home-'
S-onre fiery fop, with new commiision vain,
\\'Įro sleeps on brambles tiļļ he kiļIs his man;
Sonre lroĮic drunkard, reeling.from a feast,
Provokes a broil, and stabs yĮu for a jest.
Yet er,en these Įreroes, mischievously gay,
Lords of the street, and terrors of tlie ."uāy;
Flushed as tlrey are ,'vith folly, youtlr, anä .ui,.,.,
Their prudent įnsulis to tlre poār confirre;
Afar they mark the flambeari,s bright approach,
And shun the shining train, and go"Įden Ėoach,

. In r.ain, thes.e dangers past, yo-ur doors you close,

ļnd Iope. 
the balmy blessings of repose:

Crueļ lvith guiIt, and daringĻlth dĮspair,
The midnight murderer buists the faiihless bar;
Īnvades the sacred hour of siĮent rest,
Arrd Įeaveš, unseen, a dagger in your breast.

Scarce can our fields, suclr croivcļs at Tyburrr die,
\\/itlr hempo the gallorvs ancļ the fleet suįpĮ1..
Iropose 1,our scĮremes, ye Senatoria" br"j, '
Wļrose Ways arrd lvIeans .support the sitrking 1ancl;
Lest.r'opes be rvanting in tlre Įemptirrg spr;tį,
To rig another convoy for the k-g.

A sjngĮe jail, in Ar-nnEn's goĮden reign,
Couļd haļf the nation's crimiįaĮs contaĻ;
Fair Justice then, wiihout constraint adored,
HeĮd high tlre steady scaĮe, but deeped" the srvord;
No spies .,vere paid, no speciaĮ |uriei known,
Blest age! but ahļ ho* diffeLenį from our. ownļ
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SAIvIUEL JOI{NSON

The Vaniņ of Human Wishes, The Tenth Satire
of Juuenaļ Įnlįtated

Ll,r observation with extensive üew
Sun,ey mankind from China to Peru;
Remark each anxious toil, each eager strife,
And watch the busy scenes of crowded life;
Then say how hope and fear, desire and hate,
o'erspread with snares the cļouded maze of fate,
Where wav'ring man, betrayed by vent'rous pride
To tread the dreary paths without a ņide,
As treach'rous phantoms įn the mist deĮude,
Shuns fancied ilis, or chases airy good.
Horv rareiy reason guides the stubborn choice,
Ruies the boļd hand, or proņpts the suppĮiant voice;
How nations sink, by darling schemes opprcssed,
When vengeance listens to the fool's request.
F ate wings with ev'ry rvish th' afflictive dart,
Each gift of nature, and each grace of art;
With fatal heat impetuous courage glows,
With fataļ sweetness elocution flows,
Impeachment stops the speaker's pow'rful breath,
And restless fire precipitates on death.

But scarce observed, the knowing and the bold
Falļ in the gen'ral massacre of gold;
Wide-wasting pest! that rages unconfined,
And crowds with crimes the records of mankind;
For gold his sword the hireling ruffian draws,
For gold the hireling judge distorts the larvs;
Węalth heaped on wealth nor truth nor safew buys,
The dangers gather as the treasures rise.

Let hist'ry tell where rival kings command,
,And dubious title shakes the madded land,
When statutes glean the refuse of the sword,
How much more safe the vassal than the lord;
Low skulks the hind beneath the rage of pow'r,
And leaves the wealthy traitor in the Tow'r,
Untouched his cottage, and his slumbers sound,
Though confiscation's vultures hover round,

The needy traveller, serene and gay,
Walks the wild heath, and sings his toil away.
Does envy seize theel crush th' upbraiding ioy,
Increase his riches and his peace destroy;
Now fears in dire vicissitude invade,
The rustling brake alarms, and quiv'ring shade,
Nor light nor .darkness bring his pain reĮief,
One shows the plunder, and one hides the thief.

Yet still one gen'ral cry the skies assails,
And gain and grandeur load the tainted gales;
Few know the toiling statesman's fear or care,
Th' insidious rivaļ and the gaping heir.

Once more, Democrirus, arise on earth,
With cheerful wisdom and instructive mirth,
See motley ļife in modern trappings dressed,
And feed with varied fools th' eternal iest:
Thou who couldst laugh where want enchained caprice,
Toil crushed conceit, and man was of a piece;
Where wealth unļoved without a mourner died;
And scarce a sycophant was fed by pride;
Where ne'er was known the form of mock debate,
Or seen a new-made mayor's unwieldy state;
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}/lr9re change of fav'rites made iro change ol ļaws,
And senates heard before they judged a cause;
How wouļdst thou shake at Britain's modish tribe,
Dart the quick taunt, and edge the piercing gibel
Attentive truth and nature to*descry,
And pierce each scene with philosõphic eye.
To thee were solemn toys or empfy show,
The robes of pĮeasure and the vėilļ of woe:
All aid the iärce, and aļl thy mirth maintain,
Wļo*9 joys are causeless' or whose griefs are vain.

Such was the scorn that fiļled the-sage,s mind,
R_enewed at ev'ry glance on hurnankind-;
How just that scorn ere yet thy voice declare,
Search eYery State, and canvasļ ev,ry pray,r.

. Unnumbered suppliants crowd pieferment's gate,

Ąthirst for wealth, and burning to be ņeat;
Delusive Fortune hears th, incįssant āil,
They mount, they shine, evaporate and fall.
O_n ev'ry stage the foes ofpeace attend,
Hate dogs their flight, and insult mocks their end.
Love ends with hope, the sinking statesman,s door
Pours in the morning worshippei no more;
For growing names the week1į scribbler lies,
To growing weaļth the dedicitor flies,
From_every room descends the painted face,
That hung the bright Palladium of the place,
And smoked in kitchens, or in auctions soĮd,
To better fearures yields the frame of gold;
For now no more we trace in ev,ry linā
Heroic worth, benevoļence divine:
The form distorted justifies the fall,
And detestation rids th' indignant walļ.

But will not Britain hear the last appeal,
Sign her foes' doom, or guard her fav;rites, zęa!?
Through Freedom's sons no more remonstrance rings,
Degrading nobles and controlling kings;
our supple tribes repress their pātrioi ihroats,
And ask no questions but the piice of votes;
With weekļy libels and septennial ale,
Their wish is full to riot and to rail.
_ In full-blown dignity, see Wolsey srand,
Law in his voice, and fortune in his hand:
To him the church, the realm, their pow,rs consign,
Through him the rays of regal bounty shine,
Turned by his nod the stream of honour flows,
His smile alone security bestows;
Stilļ to new heights his restless wishes tow,r,
Cļaim Įeads to claim, and pow,r advances pow,r;
Till- conquest unresisted ceased to pĮease,
And rights submirted ļeft him non. to ..ir.'
At lenņh his sov'reign frowns-the train of state
lVlark the keen glance, and watch the siņ to hate.
Where'er he turns he meets a stranger,s eve,
His suppliants SCOrn him, and his fõllowers įļv;
At once is lost the pride of awful state,
The golden canopy, the glitt,ring plate,
The regai palace, the ļuxurious 6oard,
The liv'ried army, and the menial lord.
With age, with cares, with maladies oppressed,
He seeks the refuge of monastic rest.
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Grief aids disease, remembered folly stings.
And his last sighs reproach the faith of kings.

Speak thou, whose thoughts at humble peace repine,
Sļrall Woisey's wealth, with Wolsey's end ūe thinei
or ļiv'st thou now, with safer pride content,
The wisest justice on the banks of Trent?
For why did Wolsey, near the sreeps of fate,
On weak foundations raise th' enormous weight?
Why but to sink beneath misfortune's blow,
With louder ruin to the gulfs beļolry?

What gave great Villiers to th' assassin's knife,
And fixed disease on Harley's closing lifel
What murdered Wentworth, and what exiled Hyde,
By kings protected and to kings allied?
What but their wish indulged in courts to shine,
And pow'r too great to keep, or to resign?

When first the college rolls receive his name,
The young enthusiast quits his ease for fame;
Through aļl his veins the fever of renown
Burns from the strong contagion of the gown;
O'er Bodley's dome his future labours spread,
And Bacon's mansion trembles o'er his head.
Are these thy viewsl proceed, illustrious youth,
And virtue ņard thee to the throne of truth!
Yet shouļd thy soul indulge the gen'rous heat,
Till captive Science yields her last retreat;
Should Reason ņide thee with her brightest ray,
And pour on misty doubt resistless day;
Should no faļse kindness lure to loose delight,
Nor praise relax, nor difficulty fright;
Should tempting Novelty thy cell refrain,
And Sioth effuse her opiate fumes in vain;
Shouļd Beauty blunt on fops her fatal dart'
Nor claim the triumph of a lettered heart;
ShouĮd no disease thy torpid veins invade,
Nor Melancholy's phantoms haunt thy ghade;
Yet hope not ļife fronr grief or danger free,
Nor think the doom of man reversed for thee:
Deign on the passing world to turn thine eyes,
And pause awhiļe from letters to be wise;
There mark what ills the schoĮar's life assaiĮ,
Toil, envy, want, the patron, and the jail.
See nations slowĮy wise, and meanly just,
To buried merit raise the tardy bust.
If dreams yet flatter, once again attend,
Hear Lydiat's life, and Gaļileo's end.

Nor deem, when Learning her last prize bestows,
The glitt'ring eminence exempt from foes;
See when the vulgar 'scape, despised or awed,
Rebelļion's vengeful talons seize on Laud.
From meaner minds though smaļļer lrnes content,
The plundered paĮace or Sequestered rent;
Marked out by dangerous parts he meets the shock,
And fataļ Learning leads him to the bļock:
Around his tomb let Art and Genius weep,
But hear his death, ye blockheads, hear and sleep.

The festal blazes, the triumphal show,
The ravished standard, and the captive foe,
The senate's thanks, the gazette's pompous tale,
With force resistless o'er the brave prevail,
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Sucļr bribes the rapid Greek o'er Aļia(hirled,
For such the steady Romans shook the world;
For such in distant ļands the Britons shine,
And stain with bļood the Danube or the Rhine;
This pow'r has praise, that virtue scarce can warm,
Till fame supplies the universal charm.
Yet Reason frowns on war's unequal game,
Where wasted nations raise a single name,
And mortgaged states their grandsires'wreaths regret,
From age to age in everlasting debt;
Wreaths which at last the dear-bought right convey
To rust on medals, or on stones decay.

On what foundation stands the warrior's pride?
How just his hopes ļet Swedish Charles decide;
A frame of adamant, a souĮ of fire,
No dangers fright him, and no labours tire;
O'er love, o'er fear, extends his wide domain,
Unconquered lord of pĮeasure and of pain;
No joys to him pacific sceptres yield,
War sounds the trump, he rushes to the fieĮd;
Behold surrounding kings their pow'r combine,
And one capitulate, and one resiņ;
Peace courts his hand, but spreads her charms in vain;
'Think nothing gained,' he cries, 'till naught remain,

On fuloscow's walls till Gothic standards fly,
And alļ be mine beneath the polar sky.'
The march begins in military state,
And nations on his eye suspended wait;
Stern Famine ņards the solitary coast,
And Winter barricades the realms of frost;
He comes, not lvant and cold his course delay;-
Hide, bļushing Glory; hide Pultowa's day:
The vanquished hero leaves his broken bands,
And shows his miseries in distant lands;
Condemned a needy supplicant to wait,
While ladies inteņose, and slaves debate.
But did not Chance at lenņh her error mend?
Did no subverted empire mark his end?
Did rival monarchs give the fatal wound?
or hostile millions press him to the ņound?
His fall was destined to a barren strand,
A petty fortress, and a dubious hand;
He left the name, at which the world ņew paĮe,
To point a moral, or adorn a tale.

All times their scenes of pompous woes afford,
From Persia's Ęrant to Bavaria's lord.
In gay hostility, and barbarous pride,
With half mankind embattled at his side,
Great Xerxes comes to seize the certain prey,
And starves exhausted regions in his way;
Attendant Flatt'ry counts his myriads o'er,
Till counted myriads soothe his pride no more;
Fresh praise is tried till madness fires his mind,
The waves he lashes, and enchains the wind;
New pow'rs are claimed, nevr pow'rs are still bestowed,
Tiļl rude resistance lops the spreading god;
The daring Greeks deride the martial show,
And heap their valleys with the gaudy foe;
Th' insulted sea with humbler thoughts he gains,
A single skiff to speed his flight remains;
Th' incumbered oar scarce leaves the dreaded coast
Through puņle billows and a floating host,

r8o

r90

200

230

13y



frr^"g/Ļ/ 
(*n{ ķ )

The botd Bavarian, in a luckless hour,
Tries the dread summits of Caesarian power,
With uneņected legions bursts away,

And sees defenceless realms receive his sway;

Short sway! fair Austria spreads her mournful charms,
The queen, the beauty, sets the world in arms;

From hill to hill the beacon's rousing blaze
Spreads wide the hope of plunder and of praise;

The fierce Croatian, and the wild Hussar,
With all the sons of ravage crowd the war;

The baffled prince in'honour's flatt'ring bĮoom
Of hasty greatness finds the fatal doom,
His fbes' derision, and his subiects' blame,
And steals to death from anguish and from shame.

'Enlarge my life with muļtitude of days,
In health, in sickness,' thus the suppĮiant prays;

Hides from himself his state, and shuns to know
That life protracted is protracted woe.
Time hovers o'er, impatient to destroy,
And shuts up all the passages of ioY:
In vain their gifts the bounteous seasons pour'
The fruit autumnal, and the vernal flow'r,
Wįth listless eyes the dotard views the store,

He views, and wonders that they please no more;
Now pall the tasteless meats, and ioyless wines,
And Luxury with sighs her sĮave resiņs'
Approach, ye minstrels, try the soothing strain,
Diffuse the tuneful ļenitives of pain:
No sounds, alas, would touch th' impervious ear,

Though dancing mountains witnessed oņheus near;

Nor lute nor lyre his feeble pow'rs attend,

Nor sweeter music of a virtuous friend,
But everlasting dictates crowd his tongue,
Perversely grave, or positively wrong.
The still-returning tale, and ling'ring iest,
Peņlex the fawning niece and pampered guest,

Whiļe growing hopes scarce awe the gath'ring Sneer)
And scarce a Įegacy can bribe to hear;
The watchful ņests stilļ hint the last offence,
The daughter's petulance, the Son'S eņense,
Improve his heady rage with treach'rous skill,
And mouļd his passions till they make his wiļļ.

ĮJnnumbered maladies his joints invade,
Lay siege to life and press the dire blockade;
But unextinņished av'rice still remains,
And dreaded losses aggravate his pains;
He turns, with anxious heart and crippled hands,
His bonds of debt, and mortgages of lands;
Or views his coffers with suspicious eyes,

Unlocks his gold, and counts it tiļl he dies.
But grant, the virtues of a temp'rate prime

Bļess with an age exempt from scorn or crime;
An age that meĮts with unperceived decay,
And glides in modest innocence away;

Whose peacefūl day benevolence endears,
\ĄĄrose night conņatulating conscience cheers;
The gen'ral fav'rite as the gen'ral friend:
Such age there is, and who shall wish its end?

Yet ev'n on this her ļoad Misfortune flings,
To press the weary minutes' flagging wings:
New sorrow rises as the day returns,
A sįster sickens, or a daughter mourns.
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Now kindred merit fiĮls the sabĮe bier, 
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Now lacerated friendship claims a tear. These goods for man the ļaws of heav'n ordain,
Year chases year, decay pursues decay, These goods he grants, who grants the pow'r to gain;
Still drops some joy from with'ring life away; With these ceĮestiaĮ wisdom calms the mind,
New forms arise, and diff'rent views engage, And makes the happiness she does not find.
Superfluous lags the vet'ran on the stage,
Tili pitying NaĮure siņs the last releas"ä, ('z+q)

And bids afflicted worth retire to peace. 3ro
But few there are whom hours like these await,

Who set unclouded in the ņlfs of fate.
From Lydia's monarch should the search descend,
By Solon cautioned to regard his end,
In life's ļast scene what prodigies suņrise,
Fears of the brave, and follies of the wise?
From Marlb'rough's eyes the streams of dotage flow,
And Swift eņires a driv'ler and a show.

The teerning mother, anxious for her race,
Begs for each birth the fortune of a face: 3zo
Yet Vane could tell what iļls from beauty spring,
And Sedley cursed the form that pleased a king.
Ye nymphs of rosy lips and radiant eyes,
Whom pleasure keeps too busy to be wise,
Whom joys with soft varieties invite,
By day the frolic, and the dance by night,
Who frown with vanity, who smile with art,
And ask the latest fashion of the heart,'What 

care, what rules your heedless charms shall save,
Each nymph your rival, and each youth your slave? 33o
Against your fame with fondness hare combines,
The rival batters, and the lover mines.
With distant voice neglected Virtue calls,
Less heard and less, the faint remonstrance falls;
Tired with contempt, she quits the slipp'ry reiņ,
And Pride and Prudence take her seat in vain.
In crowd at once, where none the pass defend,
The harmless frredom, and the private friend.
The guarclians yield, by force superior plied;
By Int'rest, Prudence; and by Flatt'ry, Pride. 34o

Now Beauty falls betrayed, despised, distressed,
And hissing Infamy proclaims the rest.

Where then shaļl hope and fear their obiects frndi
Must dull suspense corrupt the stagnant mind?
Mūst helpless man' in ignorance sedate,
Rolļ darkling down the torrent of his fate?
Must no dislike alarm, no wishes rise,
No cries attempt the mercies of the skies?
Enquirer, cease) petitions yet remain,
Which heav'n may hear, nor deem religion vain. 35o
Still raise for good the supplicating voice,
But leave to heav'n the measure and the choice,
Safe in his pow'r, whose eyes discern afar
The secret ambush of a specious pray'r.
Implore his aid, in his decisions rest,
Secure whate'er he gives, he gives the best.
Yet when the sense of sacred presence fires,
And strong devotion to the skies aspires,
Pour forth thy fervours for a healthful mind,
obedient passions, and a will resiņed; 360
For love' which Scarce colļective marr carr fill;
For patience sov'reiņ o'er transmuted ill;
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Ī n A Tour of the Whoįe ]sļand of Britain (|724-26) Daniel Defoe expresses his aston_

ll ishment ar the rapid axpansion of what was to be the cultural mecca of the
lL Aug,.,.t"n age, Lorrdon: 'New squares, and new streets rising up every day to such
a prodigy of buildings that othing įn the world does, or ever did equal it, except oĮd
Rome in Trajan's timel The equation of the capital with the Rome of the emperors
Was not a new one, but it neatly pinpoints a mentaĮ association which, during an age

įn which the literate cļasses were nurtured on the Latin classics, moved naturally from
įhe one to tį'Ie other. By 7750 the population of London had reached some 675,000,
11% of tļre entire country and that figure arcluded those who were drawn to it from
every regiorr on account ofsitting in Parliament, tĪansacting business, or enioying the
delights of the capital's increasingly important sociaļ season.

No urban deveĮopment on thįs scale had been seen before in Western Europe.
London literaĮly sprawĮed out in every direction and the approach to it, initially by
way of villages and maĪket gardens, quickly gave way to new streets and squares
which were to continue to encroach acĪoss open land for the rest oft}re century The
main axpansion was to the west and the north as the grėat urban Įandowners, įike
Lord Burlington, Edward Harley, 2nd EarĮ of oxford, and Sįr Richard GrosvenoĻ set

in train Cavendish and Grosvenor Squares, Clifford Street and Saviļe Row. Thesą wįth
theįr wide streets, pavements, and elegant symmetrical architecture were where the
rich and fashionable resided on account ofthe cleaner air. To the east lay the rebuiļt
oĮd city, its narrow streets lruddled around the soaring splendour of Wren's St. Paul's,

and the once smart Covent Garden area whįch was now given over to sĮeazy brothels,
bagnios and gaming dens. Soho, St. Martin's Lane and the Strand acted as a bridge
linking the old pan of London with the new. Here congregated a teeming population
of anisans, craftsmen and retaiļers, for London was the home of the Įrrxury trades and
tįre fount of every kind of conspicuous consumption.

Never before had there ątisted such a kaleidoscope of streets, houses, squares,

churches, gardens, parks, theatres and markets, such a concentĪation of lrumanity
thrown peĮĮ-meĮl togetheĻ riclr and poor, idIe and industrious, young and old, vir-
tuous and depraved, grand and humbĮe. For the first time there had come into exis-

Chapter Twenty-Fiue
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tence a whoĮe society whose entire ļife couid be nothing A scene fton l series paintetĮ b1' loseplt

other than urban, forwhom the worļd of nature and the lii1:liäjĮ;lĮ3l;J';.:ll'l:'*""
cycle of the Seasons ras something only dimly appre- (1740). tlel" tt1c llįļļe, Ml B'' ĪeĮ 4l5

hended as they struggled to ļive amidst the appalĮine /tįs lrte trįltts fu ln lnsuccessJitĮ

poļlution caused by the buming of coal fires, the filti įttrn]PL oįi Įl hr)\)iilį's Į'i'luc-

which filįed both the streets'and the river Thames, not to mentįon the deafening
noise caused by the creaking of the carriages, the clatter of horses' hooves and the

shrįll voįces ofthe street criers pĮying theil vfares.

Early eighteenth century cuļįure was about and for London and Londoners. The
city was ten tirrres larger tlran any other in the country and although įt was awash with
the impoverished it aįso had an unparaĮleled concentration of those with an increas-

ing amount of disposabĮe įncome, the aristocracy and gentry and the ever-expanding
professional cįasses. Everywhere one ļooks London recurs as the Įeittnotif o- the age.

ioļ-rn cav's The Beggttr's operttis set įn Newgate prison, Green Park was to provide the
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setting for Handeļ's mighĮy Mļļsic for the Royal Fįrcuorlzs while Henry Fielding's noveĮ
Tom Īones is the story of a young man who makes that classicaļ progress from the
country to seek his fotune in London. It is at the Bell Inn in Cheapside that William
Hogarth's harlot begins her progĪess, whiļe his rake is arrested where St. iames's Street
meets PiccadiĮly. Hardly surprising that visitors from abroad were stunned into won-
der at the phenomenon. For them London was the city of the Enlightenment. Here
uniqueĮy freedom of the press, freedom of political debatą and freedom of religious
obsewance reigned. Proud, Protestant and ever more prosperous, London was the
Iodestar oI the age.

TĮrat prosperity stemmed from the city's Įreart, no Įonger įts cathedraļ church of
St. PauĮ's but the RoyaĮ Exchange and the burgeonirrg stock market. The wars wįth
Louis XĮV Įrad brought huge commerciaļ and coļonial gains and London replaced
Amsterdam as Europe's financial capitaĮ. The arrivaļ of the House of Hanoverin !714
signailed an alļiance of the Crown and the Whig party under the aegis of Sir Robert
WalpoĮe which was to last forty years. Its nework of patronage endured even longer,

untiĮ the accessįon of George IIļ in r760. WalpoĮe's government presided over a

period of unusuaļ stability and prosperity, even though there were two Jacobite
invasions in 1715 and 1745. For the opposition Tories and those with Jacobįte s)rm_

pathies WalpoĮe embodied squalid mercantiįism and materialism, the dethronement
of tlre oįd įanded aristocracy and gentry to whom power shouĮd naturalĮy belong. To
writers of theįr side of the poĮiticaĮ spectrum, like lonathan Swift and Aļexander
Pope WalpoĮe was the incarnation of the worst kind of colTuPtion. The waters of
Augustan Englarrd were far'from tranquiĮ ones, for this Īemained a sociery stiļl deeply
divided, not only in terms of wealth and opportunity but also in those of religious
belįefand party_ loyalty. Nonetheless not even these factors couĮd conceal what was a

new and overriding feeling of confidence and possibility.
Tįre buļk of the populatįorr remained as it always had been, įn want and povertil

eking out a ntraį existence, Įacking opportunity and often the victim of a callous
system ofjustice. TĮre gap between the haves and have-nots continued to widen giving
bįrth to feelings of guiĮt įn those more forįunate, leadingto acts of benevoįence. For
the first tirne there was non-landed wealth on a huge scale, the result of the Commer-
cial RevoĮution. Fortunes were made (and lost, as įn the notorious South Sea BubbĮe)

through the stock maĮket, wlrose operations wete now essentįal to the working of
governĪnent. Society remained hierarchical, peppered with infinite gradations bet-

ween the titled and the merely rich, but the way from the Įatter to the former was aį-

ways open. City daughters married into the aristocracy and aristocratic younger sons

entered the professions, the army, the church and the Įaw. The cuļtural efflorescence
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of the era is directly Įinked with this remarkable economic and financial boom whose

effect filtered quite far down the social scaļe. ordinary peopĮe were better off than in
any other European country

The monarchy had passed into cuļtural eclipse with Queen Anne whose onĮy real

sympathy lay with rnusic, being a strong supporter of composers like lolrn BĮow,

Jeremial-r Clarke and the young George Frederick Handel. George Į coĪltinued to
patronise Harrdeļ, įrad irrdeed a taste fol opera, but his son ceorge II was a dedicated
phiĮistine. The traditional court cerernonial survived but was now rarely enacted, tlre

Hanoverians retreating into a closed domestic existence. The old baroque alliance of
art and power had gone for eveĻ and ifthe arts figured at all as part ofthe monarch-
ical pantheon įt was for their role as being commercially beneficiaļ and morally
uplifting for tl-re nation. The Crown in fact was devoid of the resources whereby to
play a dominant roįe even if it lrad wished to do so. Įn order, for exampĮe, to pĮįt on
the great firework dispĮay in Green Park for the Peace of Aix-la-Chapellre tn 7749

ĮonathanTyers, the man who ran the pļeasure gardens atVarrxhall, had to be brought

in. He exacted in recompense for hįs services a public rehearsaĮ of Flandel's music at

Va halļ which drew twelve thousand people and made him a smalĮ fortune. The

actuaĮ royal event was a flop.
With the monarchy no longer the Įeader of taste arrd the fount of patĪonage,

where did men look? Aristocratic patĪons stilļ existed. The writer and satirist ļohn
Gay had a whole series of them from the Duchess of Monmouth to the Duke and

Duchess of Queensberry. So too did the poet Matthew Prior who was rescued by a

gĪouP of his noble friends when he feļl on hard times. But Prior had only sunk into
poverty after the Tories feļl from po_wer in 1715, when he lost offrce and was sent įo
the Tower for two years. Up until then he had occupied a series of government posts.

Such sinecures came of course at a price. Ioseph Addison was enrolļed for t"he Whig
cause for a pension of i300 p.a. and became Secretary of State in L777 with an

income of ii0,00O and payments from the secret service funds. Writers were literally

bought and sold- Danieį Defoe changed politicaĮ sides more than once merely to sur_

vive. In spite of this there emerged for the first time the professionaĮ writeĻ someone

whose whole living was made by the pen. At the ļower end of the scale came the hacks

of Grub Street while at the upper presided the formidable figure of Alexander Pope,

who was the first person successfully to make a career entįreįy out of writing with no

otheĪ means of financial sįļpport.
That he couļd do so ]^Ias because there was an audience foĪ what he wĪote as neveī

before. In today's terms it was stiļl narrow reaching even by the 1780s no more than

a quarter of the population. Culture did rrot come cheap. What a novel cost wouļci

Ņ
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have fed a cottager's family for a week or a forįnight. The vast bulk of the new
audįence was made up of what was referred to at the time as the 'middĮing sort', the

merchant and professional classes. The truth of that įs captured in tlre shįft in attįtude
towards them. Writers like Defoe began deĮiberately to cultivate the commerciaļ
classes wlrįĮe Ioseph Addison bestowed on them the accolade of his contributions to

the Tatler. By 1710 the sanctity of trade and the virtue of the merchant was an

estabĮished fact.

The rnajority of this new cuĮtuiaļ activity depended on papeĪ. And it couĮd never

have happened witlrout the toįe pĮayed by printers, pubĮishers, engravers arrd print-

sellers. The turning point which produced this proliferation \^/as tļle Lapse of the

Licensing Act įr-r 1695. AĮthouglr the įaws against blasphemy, seditious ļibeį arrd obs-

cenity remained in pĮace ceįlsorshįp effectively ceased and the Stationers' Company
Įost its monopoly. Tlre effect of this was that a publishirrg industry whiclr ļrad
previously been confined to St. Paul's Clrurchyard and Pater Noster Row, Įrad, by the

rnįddle of įhe 172Os, over seventy printing presses scattered tlrrough the city. Tlre

provincial press aĮso expanded with twenty-six printers įn towns ouĪsįde the lĪetro-
poĮis by the same period. Įt was these events whįch made possible the emergence of
magazines like the ?rr:ler (1709- 11 ) arrd the Spectator (7777-12 and Į7I4)' foundatįon

stones of earĮy Georgian culturai attitudes. In the 1730s they Were followed by the

Gentleman's Magazine and the N|onthht ļv|a azine and, īĪ:L 77 47 , the Uniua sttļ Mttguine.

By then joumals lįke the Connoisseur and the Critįcal Reuieu had aļso sprung into
ąĪistence, catering for speciaĮised Sections of the reading public. Everywhere news-

papers came into being. lĪY 7724 London had sixteen, covering every shade of polit-
ical opinion. As a result of the lapse of the Licensing Act cop,T ight came under threat

as unscrupuĮous bookseįĮers cornered the market. In 1709 their power was Īo an

ąKtent curtaiĮed by a CopyT ightAct, whįch conferred a period oftwenty-one years on
existing titles and fourteen on new ones.

A paper culture was not only about words but images. The pubĮisl-ring expĮosion

reļeased an extraordinary flood ofprints, trade cards, and illustrated books. To them

we must add rhe huge numbers of imported prints, panicularly after works of art. As

a consequence more and more people had seerr a pĮace or a work of art than ever

before, even if their experience was at a remove. By the i 730s įt was everr possibĮe for

a mįnor artist like Anhur Pond to execĮļte some seventy prints after oįd Master draw-

ings. Paperwas the essential eĮementwhįch gave this emergent bourgeois culture įts

means of expression, one which was for the first time outside the constraints of the

court.
The intellectuaļ substructure upon which this new culture was buiļt came direaĮy
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out of the Scientific Revoļutiorr of the previous century. Newton's Principiawas accep'

ted as its model, one which could explain the complex phenomena of rhe eanh and

sky in terms of a single, ordered mathematicaĮ system. AJexander Pope's Essa), on Man
(1733-34) states 'Order is Heaven's first law':

TĮre gen'raĮ OrdeĻ sįnce the Whole began,

Is kept in Nature, and is kept in Man . . .

Such order validated an lrierarchical society įn which aļļ creatures had their proper

sphere, a scheme in which rnankįnd, endowed with superior faculties, axercised legit-

imate control over Nature's lower orders. Tlre old AristoteĮian and occuļt traditions
gave way to the Newtonian mechanistic one, thus setting the tone for the centĮļry
which was in general one of hope energy, creativity and optimism for mankind.

Newton's beļįef įn the įmmutable }aws of science went hand_in-hand with the

phiĮosophy of Iohn Locką whose Ėssay Concetnin Human Undetstanding (1690) was

to change the direction of European thought. For him the ways įn which we perceive

the worĮd depended on our sensory experience ofit, and lre was to fit the new physics

įnto a less theoĮogical, more sense-based and naturalistic theory of knowĮedge.

Locke's optimistic attitude to ļruman nature led him to believe irr mankind's essen-

tiaĮly benign disposition. His view of the worļd was to be the centĮļry's credo, one of
moderation, flexibility, reasorrabĮeness and toleration. In such a scheme of things the

arts were destined to play a healing and uniting roļe in the new culture of what was

called 'poĮiteness'.

The agenda was set by the two magazines previousĮy mentioned, Richard Steeļe's

TatĮa-and Ioseph Addison and Steeįe's Specator. These pubĮicatįons were a mēlange

of short pieces, Įetters, essays and poems commenting on contemPorary manners,

morals and events. Their general thrust was that the religious bigotry and dMsion of
the previous century should be put aside and repĮaced by mutual toļerance and

understanding. That new balance in society was to be achieved through a commit-

ment to a new way of life, whįch aimed at understandįng oneseļf and the world. Such

a way of life could no longer focus on the venues which had embodied division, ļike

the court, the church and the unįversities, but on new orres Įike the coffee house, the

cļub, the theatre and the tavern, where this irew inteIplay based on mutuaļ conviv-

iality could take place- The SpectĮįtoī was to shape the vįews of men and women for

įts era and aĮso those for the nąxt generation. Its anicles provided a short cut to

'poĮite' opinions and the worļd of taste. Its tone was comic, Whiggish and sceptical

but its pages exuded an urban security. The subjects it deaįtwith cut across educated

society, aristocĪacy, gentry trade and the professions, thus producing a shifting

Ņ
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accord between them.as they were gradually welded into 'polite society', albeiĪ access
to that world depended on bįrth, connection, money, patĪonage and taĮent. What
might be described as the aesthetic side of politerress demanded a new physicaĮ grace
and eĮegance of personal presentation in terms of movement and dress, as well as
ease ofsocial manner and wit and polish in conversation' Politeness was above alļ an
art which should be exercised in company.

The role assigned to the arts in this new ideaļ was the one inherited from the
theorists ofthe previous century. Arrwas seen to have a persuasive powerwhich could

set a peĪson on the path to virtue. To understand oneself
not only caļled for seļf-examination as demanded by
the tenets of Christianity but for exercising what Steele
categorised as 'The Commerce of Dįscourse'. Literature
and the ans regulated and refined the passions thus
fashioning a poĮite identiry, one of whose prime pur-
poses was to exercise these attrįbutes. The result of this
was an evel-proliferating raft of etiquette manuaļs as

weĮĮ as teachers of the'polite' ans, dancing music and

I

I

Il
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drawing. Knowledge and some skiļĮ in such spheres fitted a young Įady or gentleman
to make an entrance on to the new stage ofpolite society.

Taste in the arts became an essential sign of refinement and cultivation. Īt was an
indispensable attribute of the new'sociable man' as he was deļineated by Steele and
Addison. Taste came through the ąxercise ofthe senses but not ofcourse the sensuaļ

or carnal ones. The senses called upon Were passive and įntellectual, the ąxercise of
l-righer perceptions. Such a way of iife assumed both the time and the financial res-

ources. It calĮed for buying works of an and antiquities, books and musįcal insįrum_

ents, let aļone attendance at performances in the theatre and concert haļl. For those
who could ļead such a privileged existence it was the fulfiĮment of a Newtonian
ordered ideaļ, which brought with it other lauded vinues, t}rose of unity, harmony.

balancą corĪectness and rationaĮity and, therefore, beauty. Society, it was argued,

shouĮd not only be humane, acts of philanthropy reflecting man's inbom benevol-

ence, but also more cuļtured, taste reveaĮing his true judgement. The programme of
the Spectator and the TatĮer was designed to bring about precisely such a union of art

and morality. on launching the former, Steeļe and Addison had told Lord Somers

that its aim was to endeavour 'to Cultivate and Polish Human Life, by promotiļlg
Vįnue and Knowledge and by recommending whatsoever may be either Useful or
ornamental to Society.' Īn their eyes the pursuit of what they categorised as 'The

Pleasures of the Imagination' contĪibuted to a person's moral obĮigation to ļead a

virtuous life.

one of the effects of this sudden elevation of cuļturaĮ activitywas to hive offwhat
we now calļ the Fine Arts, painting, music, poetry literature, sculpture and the dance,

Įater described by Edmund Burke as the 'works of the imagination and the elegant

artsj Such arts weĪe regarded as appealing to the imagination and the aim of their
cĪeators was seen to be tļrat of producing emotions of taste įn their audience. These

were the arts which stimulated refined sensations away fiom the social and sexual

pleasures ofthe passions" The rest were deemed the necessary or mechanicaļ arts and
relegated to a lower sphere.

This was a fundamentaļ tuming point in the definition of what constituted cul-
tural activity. Like most things in the eighteenth century it came out of the Scientįfic
Revolution whįch for the first time divided the arts from the scįences. But as the

century Proglessed a further striking division of another kind took pĮace and this one
was sociaį. The consequence ofthe hiving offofthe Fine Arts by the upper sectįons

of societywas to demote the old popuĮar culture of seasonal festivities, folk songs and
taļes to the margins. Indeed it increasingly began to be dismissed as vuigar, panic-

ularly as the polite classes built up and explored their new culturaĮ domain. By the
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end of the centlįry PopulaĪ įower class culture had become so far removed that it
began to be vļęi,7ęį as the survivaĮ of some earļieĻ more primitive phase in man,s
development, and as such wonhy of study. But for those in the vanguard of polite
society tĮle sun shone and the new cultural dispensation was increasingĮy seen as
something heaven bestowed orr the island, along with its Įiberty and economic
prosperiry.

Wįratever vicarįous delights such pursuits brought they remained ones whose
ostensibĮe aįm was to morally ediĻ. And anywhere in which morality and social
resporrsibiliry was pam of the scļ'reme of things invoĮved sooner or later the State.
Britain being a secular state had a roįe to play as the guardian ofsocial values through
the organ ofa State church. The new poĮite ans were not only seen as an indictment
of tįre lįcence and lewdness of their predecessors in Restoration England but their
moral mission was viewed as an exaltation of the staįe. Not that this new culturaļ
world was devoid of įts detractors, clerics and others, who took the time_honoured
view tlrat such pursuits were vehicļes for indulgence in vanity and lust, leading to a
neglect of both work and duty. They were, however, to be on the losing side during
an age which witnessed an unprecedented expansion in sociability.

The polite ans needed to be practised within society. In order to cater for this
demand oĮd venues Were recast and new ones created. London had some two thou-
sand taverns and coffee houses. The spectator assigned to these the role of being
centres for poĮite conversation. Rank was įaid aside on entering and once inside
newspapers couid be read or letters written and received. Many attracted particular
groups of people. Men of.ļetters went to Will's and the Bedford coffee houses in
covent Garden, actors flocked to wright's hard by, while old slaughter's coffee
House įn St. Manin's Lane drew members of the artistic fraternity including Hoganh,
Ionathan Richardson and Francis Hayman.

Then there were the cįubs of which the most pre-eminent was the Kit_KaĪ Cļub
which took its name from Clrristopher Cat, the keeper of the Cat and Fiddļe tavem
arrd įater of the Fountain, where the club rnet. Tlre cļub flourįshed between 1 69 6 and
1720 with a membership of fifty-five including ten dukes but also the men of taļent
wlro faslrįoned the new polite world, Addison and Steele. Its poĮitics were Whig but
it aļso had a cuĮtural agenda to shape the arts by creating a sympathetic climate of
opinion for the writers it supponed. To its members was owed the first theatre to
move westwards, the Queen's (soon to be the Kirrģs) which opened in the Hay-
market įn 1705. The Kit-Kat Club helped publishers like Jacob Tonson, the most
powerful bookseļler of the day, the pubĮisher of Milton, Dryden and Pope, as weļl as
being the cradle and forcing house for the introduction ofItalian opeĪa to the coun-

\

try The Tories had their club too, the Brothers, founded
įn 1711 to which belonged Bolingbroke, Swift, cay and
Pope. Specialising in pamphlets and political squibs
it evoĮved into the Scriblerus Club whose focus was

whoĮly literary.

Clubs were excļusive, but other venues, such as the

theatĪes, were accessibie to any member of society who
could pay the price of the entrance ticket. There were

įwo concert halls in London in 1700, Hickford's Rooms
in Panton Street and York Buildings off the Strand. In

the 1720s and 30s Hickford's Rooms were enlarged to

meet the demand for their subscription concerįs. LateĻ

in 1777, came the Pantheon in Oxford Street and four
years later the Hanover Room which could accommod-
ate nine hundred. Everr more crucįal for the city's music-
al Įįfe were to be the pĮeasure gardens. These had existed

in the previous century but their nature changed in
1728 when |onathan Tyers reopened Vauxhall as a pĮace

in which citizens could play the urban pastoral. Undes-
įrable elements were purged and society was offered
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genteel ente ainment with eļaborate dėcor and Įighting. Musįc was an essential ing-
redįent and there was a raised orchestra building and an organ. In 1738 the sculptor
Roubiļiac's famous statue of Handel in the guise of a latter day Apollo or orpheus
(now in the Victoria & Albert Museum) was installed as if to emphasise Vauxhaļl,s
musįcaļ commitment- Four years later the even more exclusive Ranelagh opened with
its vast indoor rotunda, fifty-two supper boxes, orchestra and organist.

A.rd so the stage was set, one. įt should not be forgotten, which aįso embraced the
home, where books ar-rd musicar instruments, prints and pictures, began to prolif-
erate. Poļite culture calls for a certain kind ofarchitecture and an eĮaboratįon ofliving
space. Ceorgian houses t'įot only had space for entenainįng but increasing privacy
achieved through more rooms, whįch in addition had doors with Įocks. The increase
in letter writing įndicated not onĮy the time to induĮge in such an activity but also the
desire to develop personal relationships, whįch in a vast urban setting lįke London
demanded private space. This was the age ofthe cļoset and the study to which a lady
or a gentleman might retire in order to read and write. Īn 17i4 probably 45o/o of the
male popuĮation could read. That had risen to 600/oby 1760. The corresponding
figures for'Women were 25o/o and 4oo/o. To be abļe to read did not necessarily bring
with įt the ability to wrįte. Nonetheļess this was a substantial section of the popuĮ-
ation and readirrg was by far the century's most imponant Įeisure activįtv.

Tlris expansion in literacy expĮains the escalating demand for reading matter
which resulted in the advent of magazines and newspapers and a growth in the num-
bers of full-time professional authors (aristocrats and gentry who wĪote distanced
themseĮves from the fact, as writing for money was viewed as tainted). Books were
not only sold but could be borrowed for a fee. Įn L742 the first subscription library
opened and by 1800 rhere were some thousand of them. At the same tirne a library
became an essentiaļ feature ofany country house. TheĪe were many books published,
more than ever before and on a far wider range of subiects, religious and theoĮogical,
Poetry and classics (often in translation) as weļl as imponed books įn French, a
language universalĮy read and spoken by the educated classes. Books had previously
been few usuaĮly the Bibįe and a handful of pious works, which were studįed in-
tensely. Now there were many, enabling reading to be far more extensive. works on
religion, especially Sermons, were the most widely read of aĮl. Books, ļįke radįo and
teįevision įater, bound a family together in a shared intellectual and pleasurabĮe
experience offering both entertainment and įnstruction.

The Scientific Revolution aļso ļeft its mark on how peopįe wrote. The new
mechanistic cuĮture resuįted in a dramatic change in prose styĮe whiclr now sought
the virtues of concision and clarity of the kind found įn the writings of Iohn Locke.
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The old traditional sources of language and imagery were invalidated and the anal-

ogy of the new literary style was seen to be mathematics- The former complaxity of
language typical of the wits and schoĮars of the Restoration gave way to the more
factual prose characteristic of a society whose focus was on business transactions. The
resuĮt was the simpĮe positive style of the Augustan age, an ąĪact reflection of the new
scientįfic and ratįonal oįļtiook of the Enlightenment.

This is the period usually given the bļanket label of Augustan. AĮtlrough recent

research has .ļifted the curtain revealing its raffish and deprived underworld the term

still penains, accurately describing cenain of its identiĻing motįfs. This was a veĪna-

cular ļiterature whose roots lay in the schooļroom to whįch more people than ever

before went. And these establįshments were stocked with the same Greek and Roman
authors, Virgil, ovid, Horacą Lucretius, Cicero, Maniaį, Homer, Pindar, Aesop,

ļuvenal and Persius. Along with them there were the classįcaļ historians like Tacitus,

PĮutarch and Livy. As a consequence of spreading education and through trans-

lations, more people than ever had a mind fumished with a classicaļ frame of
reference. Georgian writing works from that premise and much of įt is an exercise įn
translating into the vernacuļar one or other classicaį precedent. Just as Lord Burling-

ton's architecural programme transported Ancient Rome to Augustan Brįtain or

Kent's new landscape gardens evoked classicaĮ arcady, so a poem ļike Iames Thom-

son'sThe Seasons recast the Latin pastoral idyll for those who ļived įn northem climes.

In the new scheme of things satire as a Įiterary genre fitted in with Addison's wider

objective of trying to avoid tļe extremes of either Puritan enthusiasm or Restoration

libertinism. Satire could contribute to fashioning a new national temperament by

using laughter as the prime vehicle against fanaticism and vice. Įn the view of the

authors of the Spectator any satire whįch made use of personal or political invective

or contributed to what was known as 'the spirit of party' was by definition 'impolite'.

Politeness called for the satirist to use his weapons not against individuaĮs as such but

against vice in general. In practice this was largely ignored. For Addison that middle
way was epitomised by the satires of Horace and Iuvenal which were now reworked

into the vernacuĮar and transposed from Rome to London. Satire by its very nature

was based on the events and personaĮities of the moment. Parody ',^,'x5 central to its

working and the satirist was to develop a whole battery of new devices for settiDg off
one thing against the otheĪ: contrasting ideas, vaĮues, principles, attitudes, sŲle and

identities. Its vehicles were the mock-panegyric and the mock-heroįc, the burlesque

and travesty as welļ as simpĮe imitation.
Jonathan Swift, who by turnirrg Tory was to Įead most of his life įn exiįe as Dean

of St. Patrick's in Dublin, wrote the greatest of the satires, CuĮlįua's TtaueĮs ('L726).
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Cast in the fashionable guise of a traveļ book it recounts four ļoumeys by a ship,s
surgeon to fantastic locations like the island of Litliput where human beings are little
bigger than ants. In it the rational Swift subieas the power of reason to merciļess
critįcism. The resuĮt is a book in which moderation is equated with impotence and
where the sane observer tums out by the end to be far madder than anyone else.
Beneath what is a sober, placid text there Įurks a desperation as human reļations are
revealed to be brutal and oppressive and men's institutions manipulabĮe and corrupt.
Tlte Bttttįe of the Books ( 1704) mimics the styĮe of excitabĮe journalism in a debate on
the relative rnerits of the ancients as against the moderns in liteĪatuĪą wh1|e in A TaĮe
oJ a Ttb (I70a) swift personates a madman in rhe most alarming of all eighteenth
century visits to Bedlam used for a satire on 'colTuptįon in religion and learning,.

Alexander Pope was at heart a satirist, producing two great mock-heroic poems, a
brilļiant series of Horatian imitations and four verse epistles on moraį themes. The
greatest wįthout doubt is Tlu Rape of the Loch ( t7i2 and Į714), a poem based on a
piece of real-Įife gossip, the snipping off of a Įock of a young girĮ's hair. This he used
for a mock-epic įn which so much waffle įs apotheosised by him into high an but
with a disturbing subtext lurking beneath its surface steeļy glitter. Strange areas of the
subconscious are touched upon in this poem of magical transformations. pope also
parades a whoļe range ofallusions to both the great writers ofthe cļassical heritage
and aļso those, ļįke Miitorr, within the native tradition.The Aeneid above aļļ is parod-
įed įn this account ofthe severance ofArabelļa Fermor's hair by a young aristocrat:

He takes the Gift with rev'rence, and ąxtends
The littļe Engine on his Fingers'Ends,
This iust behindBelįndrr's Neck he spread,
As o'er the fragrant Streams she bends her Head:
Swift to the Lock a thousand Sprights repair,
A thousand Wings, by tums, bĮow back the Hair,
And thrice they twitch'd the Diamond įn her Ear,

Thrice she įook'd back, and thrice the Foe drew near.
The Peer now spreads the giitt'ring Forļex wjde,
Tįncįose the Lock; now joins it, to divide.
Ev'rr then, before the fataĮ Engine clos'd,
A Wretched S1Ąph too forrdĮy interpos'd;
Fate urg'd the Sheers, and cut the Sylph in twain,
( But Airy Substance soon unites again)
The meeting Poįnts the sacred Hair dissever
From the fair Head, for ever and for everl
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Tle Rape of the Lock remains Pope's most perfect achievement.

The Dtmciad (1728 and 1743) is also a mock_heroic, this tįme a savage attack on

hacks and bookselĮers, told įn the form ofa ceļebration ofthe progress ofan empire,

that of Dulļness. Agair'r thįs is a Virgilian epic, this time set in eighteenth century lit-

erary London with swipes at the Hanoverians, the corruption of Walpoie's goveĪn-

ment and what Pope saw as the cultural malaise of the era. It remains vivid stilļ with

its misapplied Įyricisrn and coruscating wit. No one couĮd equaĮ Pope's parody of

MiĮton's Parudįse lost in presenting his arch-villain, the Poet Laureate, Colley Cibber:

Fligh on a gorgeous sea, that far out-shone

Henley's gilt tub, or Fleckno's Irish throne . . .

Creat Cibber sate: the ptoud Parnassian sneeĻ

Tįre conscious simper, and the jealous leer,

Ņ

Mix on his look. . .

Lift up your gates, ye Princes, see him come!

Sound, sound ye VioĮs. be the Cat-caļļ dumb!

Pope's EpistĮes form a sharp contrast. Addressed in the

main to friends they delineate a world of men and ev-

ents, telling stories, cracking iokes and pointing morals.

That To aLady', his life-Įong friend Martha Bįount, has

a briļļiance which is at once relaxed and easy, witty and

conveĪsational.
Pope, however, took no paft in v/hat was to be the

major literary innovation of the period, the novel. This

emerges for the first time as a recognisable genre, albeit

still at the fringes of literature. A quite excePtionaļ con_

vergence of cįrcumstances gave binh to it. Like much

eĮse the novel could never have happened without John

Locke. A noveļ works from the Lockeian view that truth

can only be dįscovered by the individual through his

own senses. For l-ocke the pursuit of truth is a matter for

the individuaĮ independent of past thought. A novei's prime criterion is truth to a

single person's experience, recognising the fact that each įndividuaļ's experience is

unique. Pļots were no longer derived from previous literature, ftom history cr clas_

sical mythoiogy, but from that unique indMduaĮ experience. Locke also defined

human personaĮ identity as an identity of conscįousness through time. And the

means whereby an individual remained in touch with hįs own identity was through

WįĮĮianl Kent's ĮĮ|itĪ)' evocįtįo,l o]

Al^\nder Pope įī līis ri)5relioļ5
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memory. Time as the agent of change was seen as įhe force shaping man,s individuaļ
and collective history, which is in essence the substance ofthe novel.

The noveļ also comes out of an aspect of the Scientific Revoiution with its emp-
hasis on the roįe of individual human effon. It also owed much to the Puritan trad_
ition with its preoccupation wįth self-scrutiny leading on to self-analysis. Īn addition
the Puritan conception of the dignity of ordinary human labour ļed direaly to the
noveįįst's general beĮief that daily ļife was of sufficient interest to be worth writing
about at aļl. The result was a unique form that brought life as lived through time and
art togetĮrer. But this couįd not have occurred without certain changes in society,
which made it wortlr reading about tlre experiences of a singie human being. TĮrat
couĮd only lrave come about in a mįļieu which was highly secularised, for the aoion
ofa novel depends not on divine intervention but on the exercise ofchoice by ord-
inary humarr beirrgs. PersonaĮ relationships, which are integral to the form, couļd
only move centĪe stage in a society which had enough tirne and security in which to
indulge them.

Early eighteenth century England witnessed just such sociaĮ change. Under the
aegis of the Puritan ethic courtĮy love, which within the medieval and Renaįssance
tradition had always been adulterous, was transferred to marriage. For the first time
women began to be abļe to ą\erį a small degree of choice in their partner once
married a new and sepaĪate family unit was created. All of this needed to be in pĮace
before a genre could develop which took as its pivot courtship leading to marriage.
Female chastity which ended in a vinuous marriage in which both a financial and
property settlement were,involved, was central to the Protestant ethic. Įt was to be the
Įeitmotif of every novel into the twentieth centįļry. Bįļt that is not to say that such sagas
of vinue were not aĮso a means whereby the serual imagination couļd freely range in
a way denied by the etiquette of ļife. And the noveļ had the advantage of exploring
matter which couļd never be put on stage.

Tlre earļiest creato s ofthe noveļ had aļl the exhilaratįon ofstartingwith a clean
sļate. What is astonishing is that its three greatest ąĪponents/ Danieļ Defoe, Samuel
Richardson and Henry Fielding, between them established every element of the genre
wįthin a few decades. Danieļ Defoe created įn Robinson Crusoe (7779), the story of a
man cut adrift frorn civilisation, a masterpiece. In crusoe he fashioned a new heroic
archerype one who couįd be read and re_read in many lĄ/ays. Rugged economic
įndivįduaļism and the record of an inner ļife animate a secuļar and spiritual tabįe in
which providence ensures both deliverance and survival. Survivaį is indeed the key
theme which binds other Defoe noveļs together: MoĮļ F\andas (1722), as Moll spirals
both up and down driven by a desire for money and the mainrenance of her genteei

lļ.\BYLoN

status, and A lounaĮ of the PĮagtLe Year (1722), which graphicaĮĮy reconstructs the

terrible events of 1665.

Defoe was a |ournalist. Samuel Riclrardson was a successful bookseļįer PanleĮ : or

Vīttue Reu,artled (1740) transformed tlre role of women in fiction. Rich-ardson not

only got inside the heads of his characters but into their houses too. ln PameĮa he

used the forrrr of the letter in which to tecount the taĮe of a rnaidsewant whose de_

ferrce of her sexuaĮ vinue was rewarded by a genteel marriage. Įn England the book

ran into five editions and it also swept th[ough the mainland of Europe. Rįchardson

created a fernale prototvpe, the paļe and deļicate lreroine who wilts at the least sign

of a sexual advance and whose descendants įn Victorian fiction pass out at eveD the

lrirrt of an indiscretion. CĮarįssa (17 4? -48), Įris greater nasterpiece, has tlre dubįous

dįstinction of being the longest noveį in the English Įanguage. Thįs is the story of an

įrrnocent country girl who is corrupted by the city and ultirrrately dies a sairrtly death.

If PnnleĮa might be said to have represented one aspiration of the sociaį scene, the

abiĮiry for a Woman to marry rrp, Clarissc opened out on įts pages what passed

througlr the subconscious mind, touching deep into the moral and sociaļ preoccu-

pations of the age. fuclrardson's attempts to do tlre same for a virtuous ļrero in Sį_

CharĮes Grandisīn (1753-54) ended in faįļure, but his work overalļ had set in place the

two directions which couĮd be taken by future novelists, the first the exploration ol
an individual's psycĮroĮogical and moraĮ awaIeness, the second to Purvey vicaĖous

sexual experience and thus fuļfil adoįescent fantasies.

Henry Fieldirrg was a feckless spendthrift who started out as a brilļiant writer of
satiĪical pĮays untiĮ his stage career was cut short by Walpole's clamp-down on the

theatle. As a resuļt he tumed to ihe novel and irr doing so opened the highway to

comedy, estabĮishing thereby a pattern for the comic novel wĮrich was to ļead directly

to Dickens. ofhis three noveĮs, |oseph Andrews (1742),Tom ļones (7749) and AmeĮia

( 1 751), it is the second which is regarded as his most enduring masterpiece. Divįded

into three parts it traces the eponymous hero's life from a chiļdhood and youth spent

įrr Somerset through an unstable period on the road, peopled by a motĮey cast of

characters, ending in London. Fielding brought to his novels a vivid narrative tech-

rrique and a wide knowledge of the ways of the worļd. As a consequence of this he

paints a sweeping panorama of mid-Georgian sociery in what he conceived as an epic

within the classical traditiolr.
These were the heroic decades ofthe novel to whįch Laurence Sterne was to make

a very individuaĮ contribution . A Sentimental loulney (I7 68) is a fictionalised account

ofSterne's travels in ltaly and France but Īisrram Shanāy ( 1 713-68) is something else,

a gĮoriousĮy chaotic yet great comic work witļr a mastery of the reaĮistic presentation
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of fĮeetirrg thoughts, feelings and gestures, and a flexible Įrandling of tįme which
prefigures the break with the tyranny of chronoĮogy which came in t}re twentieth
century In this way, wįthin virtualįy a single generation, the novel had made an inc_
redible journey frorrr being a narrative of adventure to one expĮoring man's inner lįfe.

It is important to remember that tįre novel Įay on the fringes of literature. At its
Į-reart lay poetry. No successors of the stature of Dryden weĪe to emerge before the
second decade- The only poet ofsignificance before that date was Matthew priot an
impressive practitioner of a variety of verse forms and the author of two maior
poems: Sololltotl ott tlrc Vtniry of 2 WorĮd (177s), an eįevated Augustan exercise on a
moral theme, and Alrrrrr: or Tlte Progass oJ the Mittd ( 1z1B ), a rnock treatise on the seat
of the soul. But the century was to be dominated by the work of two other wrirers,
laines Thomson and AĮexander Pope. Thornson's The Seasons, which came out įn
stages between 1728 and 1730, captures the wav Newtonįan optics Įed poets to ap_
preciate coĮour within įhe universe. Tlre poetry of the eighteenth century is indeed
suffused wįtį-r tlris ernplrasis on the varįed hues of nature. The Settsons įs at once scien-
tįfic and descriptive, panĮy too an imitation of a Miltorric epic with Nature in the role
of įrero. This įs a British countryside attr-rned to the įdeals of a new urban bourgeoisią
patriotic, pastoraĮ, classįcal and sentimental. In thįs way tlre post-Newtonian uni-
verse was incorporated into the poetic mode.

No singĮe writer couļd, howeveĻ measule up to Pope. Pope is the first really suc-
cessful writer who made a fortune from his powers and created and retained a read-
ing pubĮic to support him. only four feet five įnches tall and suffering from tuber-
culosis of the spine, Pope was undoubtedly a genius. He was endowed with quite
extraordinary powers of observation and he was hugely ambitious. He was, in
addįtion, an outsįdeĻ a Catholic, whose faįth excluded hįm from a university edu-
cation aS well as public office. As a consequence he was self-taught and seĮf-created.
Thįs was a man with an agenda. The age was Augustan and he cast himself as its Virgil.
His overriding aįm was to introduce a new'correctness' to English poetry. In his
Imitrttions of Horace ( I735 ) he pĮaces himself exactly:

. . . Britain to soft refinements Įess a foe,
Wit grew polite, and Numbers learn'd to flow.
WaļĮer was smooth; but Dryden taught to ioin
The varying verse, the fulį resounding line,
The Įong maļestic march, and energy divine.
Tho' still some traces of our rustic vein
And splay-foot verse, remain'd, and will remain.
Late, very Įate, correctness gĪew ouĪ care . . .
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Pope's summous was for a revoļution casting off the country's literary insularity. For

hirn tlrat new ease, order and co ectness was errshrined in his adoption ofthe lreroįc

couplet. Symmetrical, stately, ordered and yet lyrical it worked for every poetic form

and was an ideaį machine for tlrirrking irr, beirrg ĮogicaĮ, sequentiaĮ, clear as weļļ as

polite. Pope becarne the master of the ļreroic couplet whicļr far from being an easy

oPtion caįļed rather for įmmense skilļ in order to achįeve a subtļe and carefully mod-

ulated rhlthm.
He rrrade his living through trarrslations .Īhe IĮiad ( 1 720) was undenaken 'purely

for want of money' but įt was a transļation done in the full Augustan spirit of trans-

mitting a foundation stone of the westeĪn poetic tradition to thįs island. Tlle odyssE,

(1725-26)' which he did in coļlaboration, was to falĮ short. Tlrese were his bread-

winrrers which brought him rrot only fame but a fortune, enabĮing lrim to set himseļf
up as a country gentleman on a mini-estate at Twickenham and create one of the first

gardens in the new landscape style. Pope was an astute businessman and also a mas-

ter of publicity rnaintairred through endless portraits of himseįf and through his let-

ters, įn which he cast lrirrrseļf as a latter day Pliny or Cicero. IronicaĮly his prosperity

depended on what he most despised, the ew mercantiįįsm and urban cuĮture. Pope

may have been both Catholįc and Tory but paradoxically for him hįs mind was

urban.
Through exploring the Greek, Roman and English classics (he edited Shakespeare

to conform to Augustan ideals) he discovered both himseļf and his poetry. His output

įrr the form of sa(ire, already touched uPon, was prolific. Pope was a prodigy w-ho

produced his first poems, the PastoraĮs (ļ709)' before he was tvventy and whose first

coĮlected works were already issued at twenty-nirre - The Rape of the Locll and his Essay

on Criticism (1711) established him overnight as a maior figure with a total mastery

of versification and form, a famiĮiarit'y with traditįon and an awareness of new com-

bįnations. An Essay on Man (1733-34)' now looked upon as shallow, was at the time

his most įnfluentiaļ work. No other Writer in the century made such an indeļible
impression on the age, his writings so perfectly crystallising its ideals, so much so that

his works make up a compĮete archive of its culturą one so monįļrnental t}rat it had

to be repudiated by the Romantics before poets could once again move on. Pope's

achievement lay in harnessing the new rationality to the powers of the creatįve Poetic
imagination and in appĮying the PeĪspective of Greek and Roman Įiterature to

modern manners. He stands unchaĮlenged as Įhe man of įetters of the age-

Whereas in the case of ļiterature the lapsing of the Licensing Act precipitated a

renaissance, the passing of the Stage Licensing Act\n 1737 was to stultifiz theatrical

invention for a generation and tnore. Theatre entered the new century with all the
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tĪaditional Įegacies which made goveĪnment and the city authorities chary of it. For
tlrem tļre stage was aĮways a potentiaĮ threat to pubĮic order, both what was acted on
it and the often riotous behaviour of audiences, not to ļĪention įts ancient alĮiance
with prostitution. Įt was, howeveĻ an age of great actors: Thortas Beftefton, lames
Quin, Peg Woffington, CoĮley Cibber and Eļizabeth Barry. InitialĮy theatres rnultip-
įįed. Betterton, gaining a temporary royal licence, set up in LincoĮn's Inn Fįelds and
the King's Theatre opened in the Halrnarket. Richard steele's attack on the decadent
drama of the Stuarts reached įts clima.x in įrįs sentimental comedy The ConsciotLs
Louers (7722), but by then tlre theatres were already suffering from the arįsįocratic
rnania for Įtalian opera. TĮreatre managers hit back with the pantomimą an after-
piece cor-rrbining dance and mimą tnusic and spectacle witl-r the added attraction of
the greatest lrarĮequin of tĮre century Iohn Rįch. Arrd then in the very year that ltalįan
opera foundered, 1728, came lohn Cay'sThe Beggar's opera.Tl-līs broke every record
irr theatricaĮ lristory by runnitrg sixty-two r'rights at tļre LincoĮn's tnn Fields theatrą
then managed by lohn Rich. Nothing įike įt had ever been staged before and its ap_
peaĮ cut right across the social spectrum. Įt took saįire on to the stage with an unparaĮ_
Įeļed brilliance attacking the depravity of the WalpoĮe government, tlre absurdity of
ItaĮian opera, and the general venality ofearĮy Georgian society. The actors dressed in
the mock finery of their rįvaļ, the opera, repĮaced įts arias with parodies of Handel
and Bononcini, intermingled with Įyrics set to popular ballads and foĮksongs. The
story of lvlacheath the highwayman's passion for PoĮly Peachum set in Newgate pri_
son had zest, gĮļts, są.< and sentiment. The discrepancy between its words, which
depicted the Whig oĮigarchy and the commerciaļ cļasses as rogues, and the music
came as delight to audiences who were utterly seduced by its charm. The production
has gone down in history in the phrase that it made 'Gay rich and Rich gŅ

The effect of this was to unįeash a decade of theauicaļ expansion culminating in
a whole series of scathing political satiĪes by Henry Fielding at the Little Tlreatre įn
the Ha}-.rnarket. The old patent theatĪes responded too, with drama that was also
poĮitically charged. The result Was that in Į737 WalpoĮe got the Stage Licensing Act
through Parliament whereby alĮ plays Įrad to be submitted to the Lord Chamberļain
fourteen days before performance. The impact on the theatre was devastating. Drama
was ļrencefonlr confined to the two historic patent theatres only. Worse, the Lord
Clramberlain reserued the riglrt even to ban a play which he had passed shouįd he so
wish. The spoken drama was ro be the only art form subject to such rigorous govern-
ment controį, one which Was not to be relinquished untiļ the 1960s.

FieĮding turned to the rroveĮ and he was not the only pĮay.wright to abandon the
stage. As for the theatres themselves there was no choįce but įo opt either for bĮand

ļ

\

new plays which eschewed politics oĪ to rummage wilįļį |HosĮļīth'srcndeīifr9of Lļv

through the inheriteci repefiory of the past. one of the 'ä;;:::{'ļ:':;;:J'l;;Jl',:,;-;'.i',
direo consequences of the Act was to be the cult of dnd' PoĮ\,Peaclzum cntrcąt tļrcir

Shakespeare. But the damage to the spoken drama was 
'i:!";,: ,i; :;:,t,:,:';1,::;,:":,i.*-

to be įmmense and long lasting. Nltc]rcĮĮth, Ūhonļ each supposes ro be

What was unaffected was Īhe contribution theatre lvr l tsbtlnd' HosįĪt]is p,ifrtinĻ

continued to make to musical life. Įn 1715 }.C. Pepusch, '[',i,!;;:;::,:;:;[,:::l::':;":::'*^

who had arranged the musįc fot The Beggar's opera, was

appointed music director at Drury Lane, thus inaugurating a new era of musical spec-

tacļe. He revįved the masque, and in the 1720s came the pantomime which con-

tained airs, recitatives, ensembĮes and choruses interspersed wįth small orchestral

pieces. A huge quantity of music was produced by william Boyce; Maurice Greene

and Thomas Ame including the latte1s setting for Mįlton's masque of Comus (1738)

Arne was įndeed the most wide-ranging and important composer of theatre music,

but he was not to achieve his greatest sLrccesses įrntil lateĻ Thomas and Sally (1760'1,
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an enrertainment which combined the traditions o{ opera bttfta with the English
ballad opera, the first true English opera saia, Artaxa.xes (t76r) and a new form, the
ballad opera, Loue įn aViĮĮage (1762), which mingled music'from ltalian opera with
foļk tunes and specially composed pieces.

The abundance of theatre music by Engiish composeĪs is some indication that
they were able to hold rheir own in this genre, but they equaily herd it in the com-
position ofodes, songs and cantatas, concerti grossi and trio sonatas. Tļrere was a bur-
geoning as music-making rnoved away from the court and new societies were foun-
ded, festivals inaugurated and concert rooms and pleasure gardens opened. Įn 171O
the Academy of Ancient Music was set up at the crown and Anchor tavern in the
strand with its aim 'the study and practice of vocal and instrumental harmonyJ The
Academy was devoted to the performance of the works of composers such as Byrd,
Paļestrina, Tallis and Purcell. In 1'726 an Academy of Vocal Music foļlowed, to perpet-
uate the tradition of English church music. subscription concerts began at Hickford,s
Room in 1729 and ten years Įater tlrey moved to Brewer Street where concerts were
to continue for the next four decades. Such performances included orchestral pieces,
vocaļ music atrd instrumental soĮos. From 1739 Vauxhalļ became a ma.ior centre for
every kind of musical event and Ranelagh foļlowed not Įong after. To these must be
added St. Paul's Cathedral and Westminster Abbey with their choirs as weļl as the
music heard in other churches and in private houses, not to mention that sung and
pĮayed in the streets. Everything was in place for London to become the musicai cap-
ital of Europe, a position signalled by the arrival of the composer who was to domin-
ate musįc in the same way that Pope dominated literature, ceorge Frederick Handeļ.

Handel was born in Halle in Germany on 25 February ļ 685, in the same year as
Bach. A musical prodigy virtually from binh, his first opera was staged in Hamburg
in 1705 when he was just twenty. From there, under the patronage of a Medici, he
went to ltaly, seminal not only for opera but every aspect of musical education, being
the home of aļļ the various baroque forms both vocal and instrumentaļ. There he
įearnt the an of opera and his first ltaļian opera Rodrigo was staged in Florence in
i709, foļlowed a year later by the resounding success of Agrippina įn Venice. Harrdeļ
was offered a post at the Hanoverian court, with the freedom to travel, and in ļ7iO,
he arrįved in a Lotrdon lrungry for opera and, what was more important, with the
weaļth to pay for it. Īn 1771 Rįnaļdo was performed to acclaįm and he attracted the
patronage of Queen Anne who gave him a pension and commissįoned him to write
theTe Deum on the occasion ofthe peace ofUtrecht (1713).

Handeļ settļed permanently in England in 1712 and took out citizenship īn 7726.
He was to remain courr composer for his entire life contributing, for example, music

ĪļABYĮ-o N

for the coronation of George Ī1 in 7737 which is stilį used at coronations today. But

the buļk of lris work lay away from the court, for the theatre and the coįcert halls of
London in the form of operas, instrumental musįc and oratorios. He began wįth the

patronage of Lord Burlington followed by that of the Duke of Chandos (for whom

he composed the Chandos Anthents), then came his appointment as composer for the

RoyaĮ Academy of Music. By that date he had already acļrieved an unassailabĮe posit_

įon on the musicaĮ Scene, one which continued to grow urrtil, by the middle of the

century he took on the guise of a nationaļ monument. He died aged seventy_four on
14 April 1759, and was buried irr Westminster Ąbbey.

Handel was an overwheļming personality, an impatient and ąxcitable man, and

there was to be no sphere of music-making into which he did not breathe new life.

His orchestraļ music included theWaur Music (1717), the Music for tlte RoyaĮ Firetuorhs

(1749), and wvo sęls of Concet'ti Gr'ossi. They aļļ remain as vivįd today as at their first

performance. The sense of occasion which any new work by Handel brought įs beaut-

ifully caught in a contemporary account of the first performance of the famous Water

Music on a ĮuĮy evening \n ļ777 when George Ī and the courį went by water fiom

Whitehalļ to Chelsea:

N

'Many other Barges with Persons of Quality 'A VteLu o! rlte Public Fie V'lotļts' to

attended, and so great a Number of Boats, that the ceĮebtate t}rc Tleat1' of ALtJa'anpelle

who1e River in a manner was cover'd; a City 'i]!fļ',x,",:|i,iļ',,'Į,|:'|i,',,1,}!'ļ, 
",

Company's Barge was employ'd for the Musick- lli, sldįįlģsl Jģ,IģJ'

where were 50 Įnstruments of alļ Sorts, who play'd

all the Way . . . the finest symphonies, compos'd express for this Occasion, by

Mr Hendel; which his Majesty liked so welļ, that he caus'd il to be plaid over

three times in going and returning-'

But his impact on the arrival of ltalįan opela was to be far gĪeateĪ- That was an
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importation of an art form which had evoļved in ltaly during the previous cenfury
one which had been seen by members of the English aristocracy on the Grand Tour.
ItaĮian baroque opera was largely a vehicĮe for beautifuļ melody and ravishirrg sin_
ging. The action was described in the recitatives while long rla capo arias.on,r"yā the
general mood and emotįons. Įtalian singers were of an unrivalļed virtuosiry, both
those with a soprano voice and the famous cas -atį, men who had been castrated in
childhood in order to prevent their voįces from breaking. The resuļt Was an extra-
ordinary quaĮity of high voįce which was depĮoyed for emotional utterances in the
masculine roles- This was what was known aS operĮļ serįa. The pĮots dealt wįth the
conflictirrg dernands of įove and duty among the aristocrary, utiĮising stories from
cįassical mythoĮogy, history and medieval romance. Great singing was central to the
experience but įt was set withirr visuaĮ spectacles on the grand scale with eįaborate
transformation scenes and magicar ascen$ and descents. It was very very expensive.

Tlre earļiest attempt to impon ltalian opera to England was made by Thomas
Clayton who returned from Italy with a ļibĪetto and songs for an opera entitled
Arsinoe, Queen of Cyprus ( l7O5): An opera, after the Itaiian manner: All sung., A per_
įod followed with bilinguaĮ opera and then in 17t0, Italian opera won with F.a.,.į..o
Mancini's Įdaspe in which sang the great casrrato Nico_ Design Jor A Roo , 0f Stįte, by Sį1.įinį. Fashionable society was entranced, the Purceļlian ļanles'IlrcrtlltiĮl Jor tlv eatliesĮ operu

tradition of semiopera promptly coĮlapsed and Lon- į 
-tIE 

lkįiįu1 lt]įe' Arsinoe, QUeen

don became įhe mecca for hundreds of immigrant sin_ :;':;;r:' 
Įo be stĮļseį in EngĮuttĮ

gers arrd rnusįcians. The 17ļ2-73 opera season įncļuded
Handel's Teseo which inaugurated the composer's long

relationship with lohn Iarnes Heidegger who took care

of the management side of the operation, an arrange-

ment which was to ļast thirty years.

The Royal Academy of Music, set up in 1719, was a
joint-stock company to back the opera company 6nan-

cially in the absence of a court. Three ofthe leading sin-

gers of the day were recruited, Senesįno, the celebrated

cĮļstrato, Francesca Cuzzon|, one of the rnost splendid

sopranos of the century and, in 1726, Faustina Bor-

doni, another great singer but one whose attractions led

to her exchanging blows on stage wįth her rivaļ, con_

tributing to the collapse of the Academy. The cost was

huge: Senesino commanded a fee of 3,000 guineas for

Įrįs first season. Besįdes Handel there were two other

composers rectuįted, Giovanni Bononcini and Attilįo
Ariosti. The Academy opened at the Haymarket in April
1720 with Handel's Radamisto, the first of a Įong series

of successes culminating \n Ciulio Cesate (I724), Tamer-

Įano (1724) and Rodeįinda (ļ725).
When the Academy collapsed in 1728, Handel and

Heidegger leased the King's Theatre for five years and

staged a whoĮe new series of operas including Atiodante

(1735) and Alcina (t735). Meanwhile the aristocracy,

with whom Handel had faļlen out, forced įrim out of
the Haymarket to make way for their own neīļ,/ com_

pany, the Opera of the Nobility. Handel and Heidegger

went to Covent Garden but London had simply not the

īesources to supPort two maļor opeĪa companįes and

eventuaĮly both of tlrem failed. Įt was not the end of
Italian opera in England but opera never effectively

recovered įļntiĮ the 1760s.

A]į of this ļed to Handel firrally abarrdoning opera in
7741 for oratorio. The shift lrad begun earlier wįth a

highĮy successfuį revįval of an early work, Esrizer, at the

Crown and Anchor tavern in the Strand in 173?-. The

N
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decision was taken to le-stage it įn the King's Theatre. As the Dean of Westminsterrefused to aļlow the Abbey choristers ,o *."Į,"g".ostume the performance took theform of a concert. Unļike hįs operas, which rerta"ined resolutely ltalianatą in the caseof the oratorio Handel evoļved a musicaļ format which was strikingly different fromits European counterparts, so much so that it took on a character which remains res-olutely insular. Such o.
didbothpietyand..,"ä:l;'"L:ĻĻ:i11Į j'ffi 

i 
jiĮ-"i1Į';;ä:i]l::::lfl

riotic themes from the Bįble and the works of Spenser, lvļilton and Dryden. AppealingequalĮy to both Anglicans and dįssenters they crossed the re.ligious aiviae. wrrat ttreyrepresented was a fusion of the drama of opera, dre oratorios sim,arry being dividedinto three acts, with the native clroral tradition. The roįe of the chorus in opera seriawas minimal but in the oratorios HandeĮ was abļe to develop its full potentiat. Inaddition, between the acts the orcļrestra played a concerto, Handeļ eventually com-posing special organ concertos which he performed himself.
Handel's oratorios. rike saul (1239), were as dramatic as his operas. But it was tobe his Messiah (1742) which was ro prace him at the hean of the British musicar in-heritance' Its initiaļ performance in Dublin was not auspicious and its ascent intocult status onry began in the 1750s when it began ro be staged annuaily for the ben-efit of tlre new FoundĮing Hospital. Written irr tĮenty-four days it managed to be boththeatricaĮly coļourful and also deepĮy conducive to spiritual meditation. But Messiah'was only one of a whoļe series of oratorios which the composeĪ wrote during the

Ī 740s alĮ of which were vivid, powerfuI, origina.l and .esourceful. Boyce, Greene andAme all folļowed but never emulaĮed him. His achievement was neatly summed upby his earĮy biographer, Mainwaring: 'His Oratorios . . . being in our own language
have chiefly endeared ļrim to the nation.,

That turn of phrase catches a mood which was increasingļy to permeate the cuĮtu_ral scene by the middle of the century patriotism. The Jacobite invasions of i 715 and|745 fed it, so dįd the wars with France. In addition it was played upon by oppositionpanies to the long hegemony of the Walpole regime. English history was Į"., u. ,struggle of libeny against faction (watpole), the iormer finding heroes in the AncientBritons and the freemen of saxon England- It was no coincidence that Thomas Arne,s'Rule Britannia', witļr words by the poet Iames Thomson, was first heard in the Mrrs-que of Alfied performed before the prince of wales in 1740. Augustan Rome began toĮose gro.rnd to Elizabetharr England as the yardstick whereby to measure thetriumphs of conremporary curture. In no sphere of activitywas thai pull more power-
fulĮy registered tĮran įn the visual ans where for the first tįme there was a deliberateeffon to cĪeate a British schooį ofpainting to rival the Itaįian and French schools.

BÄBYLoN js5

Ever since the Reformation, outside of tlre court the vįsuaĮ ans had never quite

lost the stigma of popery. That fear is caught įn the extremely restricted range of sub-

iect matter open to artists; virtualIy aĮl were portraits, of people, their houses, tl'reir

estates and their anirnals. Art įn the Great Tradition, that is an which took as its

subiect rnatter heroic, hįstoricaĮ and rrrythological themes, was viewed as sorrrething

foreigrr. In England that kind of painting was the province of immigrants to the coun-

tty or something which couįd be pr-rrchased in what was the beginning of a market in

oĮd master paintings. By 17OO there was already įn ąxistence a network of highĮy

professional dealers who organised the import of over a thousand pictures annualĮy

irrto Errgland. As įn the case of publishing this had meant sweeping away a mono-

poly, irr thįs įnstance that of the Painter Stainers Company who had made it illegaĮ

to import foreign art. By the opening years of the eighteenth century alļ of this had

been dįsnrantįed and by 1750 five to ten major picture sales were held each year in

London. This was to be the colĮecting century.

Įn one sense this orrly aggravated the situation as far as įt concerned natįve artists,

who were not onĮy up against foreign competition but also the increasing cuĮt of old

lĪasters. Aristocrats who had been on the Grand Tour naturaĮly looked down on Eng-

lish painters as somehow inferior, being neither genteeĮ nor in possession ofa classįc-

al training. The problem was how to raise the status of native artists and their work.

The general consensįļs was that this had to be achieved by the artists essaying works

within the GreaįTradition. Shaftesbury had cast art, reflective as įt was of the order,

proportion and harmony of God's universe, into the role of being a pathway to virtue.

The sub jects whįcĮ-r artists chose shouļd be those which would instįļ thoughts of civic

virtue into the onįooker, scenes of classicaĮ history and mythology, stirring patriotic

moments and m1tlrological aĮlegories. In this he subscribed to what the continentaļ

academies recognised as the hierarchy of genres, in which history painting as it was

designated was recognised as the summit of artistic achievement. Everything else

occupied a lower niche. British artists therefore needed to graft their work on to the

Great Tradition as enshrined in the works of the masters of rhe Renaissance and of

cļassįcal antiquity, a theme whįch lhe SpectĮļtor echoed įn its papers on 'The PĮeasures

of the Imagination'. Īt was a view aļso popularized by the writings of the influential

theorįst Jonathan Richardson who ļoined the chorus caĮĮirrg for an elevated native art

įn the Great Tradition. This did not depict what was actually seen but rather 1 . - a

painter must raise his eyes beyond what he sees, and form a model of perfection in

his own mind which is not to be found in realityl In a series of essays (1715-i9)

Richardson produced the standard works on art criticįsm which were to set the

agenda for the cenrury, leading to the triumph of those who advocated the adoption

Ņ
-Ņ
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of the Great Tradition and ro rhe founding of the Royal Academy.
Inspired by Richardson one group of pai'ters, headed by Anhur pond, came ro-gether and s.aned the Roman Club to diļcuss and promote Italian an. Members oftlre club Went to ĪĮaly īn 7725 and rhat voyage lrenceforth was seen more and moreto be indispensabĮe for any painter with aspirations. Not everyone went along withthis viewpoint and one pai.ter in particuiar, wilriam Hogarth, was to spend his en_tire career attacking eve .tlrirrg he considered smacked of įroad. Tļre t aitaāān styte,tl-re Italian opera and the worsl'rip of the old masteĪs were all anathema to him. Hewas, of coursą as any anaĮysis of his work reveals, keetrly aware of the lreritage of thepast, but hįs chief pride lay irr being resolutely British- He drew around Įrįmseļf acontrary group of painters who met at oįd Slaughter,s Coffee House in St. Martin,sLane forming an imbaįanced, anarchic, arrtįacad-emic off-beat group. Hogarth,s pro-gramme for the future of British aft was a very differe,t one and he summed it up inTlu AnaĻ'si5 of BentLty (1753), in whiclr lre attacked tļre tyranny of academic ruļes andadvocated a Britisļr school that did not Įook either to antiquity or: Italy. Instead hedirected the artist to ļook at what lre saw in the streets or'o"Į"". i"'Jn,ļ'i.,. ** 

"pure disciple of Iohn Locke, basing his arguļnents not on tļre authority of the past buton personal observation and on rational enquiry įnto the workinģ of the ļrumanmind' Beauty for Į_{oganh was founded rrot on ideal but empirical pĮ.r.ipt"., it, p".-ception part of the Lockeian realm of sensation. Sadly Hogarth Įo.np.o*ir"a ui.dįsmissal of the world of academe by substituting for it a ruļe of his own, ,the 
serpen_tirre line', something whįch was to make the yo,-ing Ioshua Reynolds,s attack on Ho-garth in T1rc ļdler ( 1759) atl the easier Later Rey.,olās dismissed the painter,s work asnot even worthy of a prace in the academic hierarchy of ger..s .i.,c. Hogafth was anartist, in his opinion, who lrad expended his powers 'on low and confinĮd įrui..,r.,Hogarth is the great maverick of the age radicaļ and pugnacious, a man who hadfought his wav up from povefty and the social excļusion ofdissent. In that sense hehad rnuch įn common with the otļrer native giant, Pope with whom he aļso shareda hunger for status, mone;4 the high life anā sociaį acceptance. Most of it he got,although not on Pope's exalted leveļ, for Hogarth was touchy, envious and angw andmost of his work was aimed at tearing into shreds the officiaį vįsįorr of Augu-stan Eng_Įand' Beneath the patina of frothing lace, stiffbrocade arrd rustling silks ļris eye spiednot only the diny lįnen but worse. His was an acutely literary tu1n of minä whichreveļled in mearrings and double-meanings making him fit more naturalĮy into thegalĮeryof the novelists than in that of the painters o'f ,h. dry.

Hoganh was rrre son of an impoverished crassics teacher. Brought up in theSmįrhfieļd area of London he was familiar from chiļdhood with th. pāp.,tr. .ult,_,."
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of the streets and w-ith the seamier side of urban life. When he was sevemeen he was

apprenticed to an engraver and decided that his way up would be by learning copper-
plate engraving so that he could respond to the boom in prints. In 7720, r,vhen he
was twenty-three, he ioined the new artists' academy in Sr. Martin's Lane (the only
pĮace where anists couļd draw from the nude model and receive insĪruction) where
lre Įearned to draw and paint. His first major print ap_

peared in 1724, Masc1tteratles and Operas or The Taste rf ij;ji}jļļ|iĮ'i;:(l1'Jļ'Į"]:ļ1''"
the Town, a scathing attack on the vogue for ltalian op- (1753), Įlįe p4į!1Į!į's ĪPlrįsc įn rįlicļį

era, the fashion for fancy dress masquerades and panto- ļ',iļ'ļ}"įi,'"ļĮ,ii'ii,i|o:,:::,,::'i:,:'::':;
mimes, as well as a swipe at William Kent and Lord aesrmric ilteat1,.

Ņ
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Burlington's promotion of the Paļladian style. His next
eruption on to the scene _came as the painter of no lesq
than five versions of The Beggar's Opera whic\ brought
together everything which obsessed him most, from ļow
Įife to anotļer tiļt at Lord Burlington.

The mainstream of his work during this period, how_
eveĻ was conversadon pictures, a new form ofgroup por-
trait which had its origins on the Continent but which
mirrored axactĮy the new conviviaļity of poĮite sociery.
Hogarth had a natural skill for catching a likeness but in
the end he was to vįew these pictures as ,a kįnd of drud-
geryi Bythat time he had hit upon the format which was

rF-

to ensure him immortaįity. He decided, in his own words, 'to turn my thoughts to a
stiļl more new Ī^/ay of proceeding viz painting and Engraving modern moraļ
Subjeas, a Fieļd unbroke up in any Country or any age . . 1 'My picture,' he wrote, ,was

my stage and men and women weĪe my actors . . ]
A HaTlot's P1'o81ess (Ī730) appeared in engraved formin !732.It had attracted over
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twelve hundred subscribers and made the artist a smaiĮ fortune. Hogarth was an
astute businessman, executing and marketing the engravings hirnsell cuttin8 oįrt the
middlemen. The idea of a series of pictures on a moral theme as a story sequence was
absoiutely innovative and įn them Hogarth reveaļed himseĮf to be both a stor;,teller
and a satirist in the great tradition. He also had the rare judgement to be able to
induĮge įn nanative social comedy of a kind which couįd also be enjoyed by its
victims. AndAHarĮot'sPro 'ess,whichtoļdthestoryofacountrygirl'sarrįvalinLon_
don and downward spiral into prostitution, had pĮenty of recognisable peopĮe in it.
Resembling in a way a medieval moraĮity play recast for Georgian London, these were

ambivalent images which couļd be read many ways by the viewer. in them Hogarth
was abĮe to indulge in dispĮays which were prurient but set within a framework which
was unanswerabĮy ediįing.

A Rake's Prog'ess (c.1733) repeats the formula. Hogarth's Tom Rakeweļļ įs a bour-
geois who is seduced into a way of life he cannot possibĮy afford. Beneath it ail he
retains a sensibiĮity so that in the end hįs mind snaps and he ends in the madhouse.
With Maniage ā Įa Moāe (c.17a3) these sequences reach their lrighest point in the
story of the consequences of an arranged match between an aļderman's daughter and
the s1phiĮitic son of a bankrupt earļ. others folļowed, but only in tįre form of engrav-

ings aimed at reforming the apprentice classes, among lhem Įndustt1t and IdĮeness

(1747) and The Fou Stnges of ŪaeĮ t (7751). By that date Hoganh had become a

suruįvor from an earĮier age.

Hogarth was a mass of contradictions but he remains a genius, a great human-
itarian, a man who cared about the fate of his feļlow artists, of foundlings ļeft on the

London streets, and animaĮs. It was Hoganh who was instrumental in persuading

Jonathan Tyers to commission canvases by contemporary tsritish painters for Vau-x-

hall and who offered his services fiee to St. Barthoļomew's Hospital to decorate its

staircase, rather than see the commission go to an Ītalian. AĮthough a faiļure as a

history painter himseļf' lre executed works as gifts for the new Foundling HospitaĮ
and set įn motion its role of brįnging together works by British painters įn a venue

which was vįsited and patronised by everyone of note of the day. His portrait of the

hospitaĮ's founder, Thomas Coram, depicts a warm-heaned merchant endowed wįth
the trappings ofa baroque prince. It was Hogarth, too, who fought for a copyright act

for artists whįch he got įn 1735. Like Shakespeare his name has become an adjective

evoking at once a whoįe world, one of telĮing details, from a cosmeticįsed face to a

cat climbing up the back of a chair. Nothing escaped his unerring eye for the foĮĮies

of thįs world and the sad reality of human weakness. From hįm was to stem the

mighty stream of British caricature and cartoon but įn the case of painting he was to

Ho8'įĮ,Īh'5 Jdrį" Masquerades and
opęĪas (1724) ĮįnrcIļs JāshionĮlble
lātĮs Jbr both. To the ĮeJt tlrc opertt
inįPesĮįrįo Heįdeg ef ļauls oLtt oJ LL

,ļtldotl' tteļconing chose u o Jloclt to
tlrc Ītdittlt operu' tt scene |onl ulticĮt
is ott tIrc biĮļbolrtį, u'hiĮe, to the ght'
anotlter crcLuĮ ptcsses rc get inro a
ntat1ueratĮe LL,hile sonrcone uuntlĮes
almy tlrc LL'otlis of SlltĮvspelre lnd
otlut pĮa1'į'igĮ1g5 .6 5o ntuch rubbįsh'
I11 t]e bĮ1clĮslīLil1d ļįtop Įļ PįĮļĮļįįiļįtl
urh MicluĮalgcĮo uttl RuphueĮ
'tt'ol-sllip' tlttother of Hosd[il'J bėįes
noiĪes' w īļlįĮļDl Ken t.
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be on the Įosing side against those who advocated the Great Tradition.

The opening decades of the eighteenth century make up some of the most com-

plex and exhilarating in the country's cuĮtural history. Everywhere one looks there is

an extraordinary energy and drive, a feeling as to the possibility ofthings. At the same

time the temptation to view the era solely through the eyes of hindsight has to be

resisted. At its most misleading it presents a picture of a caļm, united and triumphant
Augustan age, the consequence ofthe Revolution of ļ 688 and the Hanoverian succes-

sion of 1714. The reality wās that the countĪy in the half century after 1688 was not
onĮy politicaily but cuĮturaĮly divided. Large swathes of the population would have

weļcomed a Stuart restoĪation which remained a possibility until the defeat of the

Young Pretender in 1745. Up until then and beyond, above alļ įn Scotland, there

existed a vigorous Jacobite sub-cuļture expressed in a coming together of eļements of
Stuart high cuiture with folk elements such as songs and ballads.

In the case of the former we can tĪace Iacobitism in a range of symbols and refer-

ences from Virgil's Aeneas, the exįļed, wandering prin ce of the Aeneid, to aļĮusions to

that oĮd Elizabethan myth ofthe retum ofAstraea and the golden age. Scholars argue

as to how widespread that sentiment was, for it calļs for an ability to read between

the lines. Early Georgian goveĪnment kept a firm Įid on political dissent, so that those

who opposed learned how to wriįe in such a way as to be seemingly inoffensive and

yet for those who recognised the signs and signaĮs the meaning would be far differ-

eni. In the higher cultural reaches Lord Burlington was not alone (there are other ins-

tances of 'Jacobite architecture'), for in the case of writers' works as diverse as Thomas

A sce c Jio į įnc of Hosrtth's
nodern notąlitįes' Marfiage ä la
ļvļode (c. l 24j), l series lticļt
d t Į įc]ļs pĪoPeĪt}, ! n įrri į sįs, į
tĮlughter ol a 'ealt]t.l' bttsi tlcssnntt

being vcrifited J'or a titļe. Here, t]rc

clĮ' coĮŪįĮess is ĮlepicĮeĮļ 4t ļįar

toilcte' ,ith lrcr Įouer suggestitt tt

uisit to u nulst1uerarle of thc liitttĮ
dcpicted on tlw screen. To the lcft ttr
lkllfu , įįį'50? o sįts5.
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Oway's Venice Preserued and, later, Thomas Gray's 'The Bard' have been argued to be

cr}?to-Jacobite. Pope's affinity, through his Cathoļicism, with the Stuart cause is at

times only thinly concealed. Īn the case of England rnuch of this must remain con_
jectural; įn that of Scotļand, Scottish nationalism and a cult of t-Įre Stuarts became

inextricabĮy linked.
Įn spite of this, as the decades of Hanoverian rule progressed there were acceler_

ating moves towards cĪeating a cuļture which was British, increasingly so after the Act
of Union of 1707 which united England and Scotland. That consciousness was slow
to develop but įn 1750 the pace was beginning to quicken. UntiĮ the third quaner of
the eighteenth century the cuļturaļ primacy of France was unchalĮenged. The coun,
tĮ-re aristocrary arrd upper classes aļl read and spoke French aS Įhe Įin Luļ fl'anca of
European poĮite society. A period in France learning the language and a visit to

Versailles were as important as a sojourn in ltaly for those who made the Grand Tour-

Figures ofthe stature ofVoĮtaire and Rousseau enioyed a European fame as represen-

tatives of the culture of the countrywhich was the acknowļedged home of the En-

lightenment. Īn England it was only the middle classes who Saw the French as the

enemy and, worse, Roman Catholic, and who fostered a suspicion of all things for-

eign. onĮy with the outbreak of the French RevoĮution in 1789 were aļl the various

eĮements to come togetheĪ to cĪeate a coherent national cuļturaļ tradition, one to

which all members of the educated classes could subscribe. Untiļ then all cuļturaļ
roads led 6rst to Paris and then onwards to Rome.

\
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Į tl l 7ļl ļoItn 'Īhļrrlatr, tļ're virįucrso son ol_tht' :rrcllitcct WilliaItr'I:rltltarr. sĮlSgcsįcd

|| toLorit(,ortrhLrrr',tlterrirtIįrlrttc()I)įlĪ('(;rātt(l'ļtltrr',tlt.ttlr.'sltotI]tl('()ĪllIĪlisSioll
2_Ļ a pictr.rrc.'l'he sr-rĮlject l)lį'lįtcr \Ątas to į;c as fo|lows: 'l-earrrit'lg atlc] Ar-ts as the Chief
accotrlpIisIlrrreI1ts of a NoĮrletrrirll itl orcler to t'eIrdet hirlrsell ittl ortlatrrct-tį įo ļris
cor,rntr-r,, showing Quecrr r\nne rcccivins a group o[ (]Land'tburisrs retrrrring frorrr
ltal,r,, 51,rror.,,''oed Įl.v works of afl and lec1 by fulinerva] lrl tlris ,avlįrlrrllt-t was de1ric-
tirrEi iIr allegoricaļ tertns wha( l'r,as to Į'le a recurrįng tl'renre of eightecrrth cctrtr_tty [irre-

lish ctrįtur'e, tIle tratrsference of tļle cļirssical traditiorr frclnl the sea( oį_įts l,atirr or'igins,
Ital,v, to the isļarlc1 ol Į]ritaiIl-'l'l-rc grcat \,Vlrig ar'isĮocraĢ,, rt,Iro werc it-t the political
asceIrc1atrį for the first haIf oi'tIre ceIlįury, salt, thetrlsell,es as grave IįotlraIl setlalors.
ļrrcleed. often iI-t tlrcir portraits and orr įlrcit'totrlį>s tļrev cļrost'to be cicpicted tl-rr_rs,

clad irr toga, cuirass atld sanciaIs,.llthoLrglr still bewiggccl. It ,as z\Ircietlt Rotrre įhat
tlre,v identified with, both republican and carļv irlpt'rial. Itl (hc case of tile ior'nrer'it
Was as represeĪrtaįives of a fi'ce <ļetrlocra(ic S}'stell1 aS agairrst thc aįlsolrrtisrrr wl-riclr
lrevailed orr įIle C<lI'tįillent; itl tirat of Įļle ļatter it u,as the reigrl of tlre Lirlperor
r\ugustus, a cr_tItur'al golden age of latroIrage alrd cr'eativit)i AIld jusr as įļle Romaļls
tlren had Vo)Iaoed to Creece to seelt irlspiratiolr for their own cuļtuI'aI rcIlaissance so
trow it was įhe tUrI] of the Britisļ-r įo įravcl to lįaly įo acconrpĮislr tļre satrre er-rd fbr
tļ-reir own couI]įry. Britaitr rvas seen not only as iIlher'ting tlris cr-rllural nlirtltle buį
also the one of errrpire, as ļler victories spr'ead her colonies aIrd ļler cornmerciaļ
dominallce across įhe globe. T'lris \Ątas an age whicl-r had
a deep-seated beļief in tlre roļe of individr_raļ creatiVe ']']u,It,tļitttt d ist !\lttļP(o I}ļļļļ|1i

genius, in rlart's abilitv to scaIe the heights tIlrough ac- |'ail'' ļ'"i''t-uuįĮ"'''''''lt)oļ '-į)/ 'į)į'ļį'/l{)

aden-ric str-rd.v, irrclustry ancl ratiorraI discolrrse. As a con- ';1;;|,',;,,',",;,|',i'|i|;j,i,|i'J',,;i;Į.j l;l1ll'
sequellc,forthefirsttinre,thecļassicaļ worļdwasįhere thelltļ o| '\ļ rlacu' įk'.niįįlį?drļ.

noį onļv as ā source of inspiration but to be emulatecļ ',i,],,|,i|j,",,.,,|,|r|j:,';',,"';,:,:,i,,:,:,:,',',l::;,:,',,',,,

and hopefully surpassed_ tltol3/r it lrt'rz,r Į(,!il, sļrl,įl,ll/į,( į/lC

After the manl]er of rļre Arrcients' is a plirr.lse u,hich ',i,',|i,,i),,|'"''''"',ļ,),i,ļ'',|,',i,|i,;l:,ll;:;j:;,,,,,,

reverberaįes through the era. ĮIpl rrntil the eiglrteenth ,, 1,,i'u,u',,u,,,4 lĮ,. ,.,'t,,s..u,,,.

Chapter Twenty-Sįx
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cenįLĮl), knowIedge of tļle classįcaļ worIcl rvas sparse, cotlfitred irr tlle tllįįill to What

could be garr'rerecl froĮĪ įexts arld įlĮrrstr'ated books.'ļ'ļrose, ļike rhe great l]-ar| ol
Arur'rdel alld ļohn Evelyn, u,lro lrad actual11, seeļl lļle ruirlecl realit1, of Atrcierlt Ronle
tlrrouglr įraveļ were few- Norv alĮ o1'that il,as to cl-range as coįlįil]enįaI travel įrecar-trc

oļle aspect of tlre cotlsutrrer revolution wl-rich swept tlrror_rch rrot orlly tlre sociaļ ēlite
but also extended t-tlore and ll1ore Įo tl-rose designated'the nriddlingsot'1', nletr of thc
Irer, Į'lt'olessiotral cļasses. Ąs a r'esuļt rvhaį was caļled tļrc Crarld'Ibur becanle a coIl-
mon xperience shared b1, a vast swathe of the Bririsl-r n_rĮirlg cļasses, so I'lrucįl so that
tlrose wļlo had not experienced it. like the pair-rter Willianl I Iogarth, ,ere to be bit(et'-
ly reserrtful of those wį'ro ļrad, arrd of wlrat they imported atld represetlted.

į]r-rį rvĮlat was tļle Crarld Tour? It was an acknowĮedgernent of u,ļrat Dr. Joļrnsorl
was to puį so eloquently: All our relieion, alļ our ar_ts, aļrnost alI įha( seįs LĮs abo\/e

savages, has cotne fI'om tlre shores of the Medilerralrean.''Į'raveļļing abroad to vįew
foreign countries in order to study tl-reir politics and cusįotns was establisļled as fat'

back as the EĮizabethan era. įndeed Frar'rcis Bacon irr lris essay oJ''liauel ( l 6t 5) regar-

ded it as an essentįaļ parį of the education of ally ambitious youtlg nratr. Buį įhose
who actualĮy wellt were l'ew because of wars, and more especiaĮly because of tlre
tlreological divide wlrich virtually closed Italy to Englishrllen.'ļ'Ire actuaļ expressiotl
'Crand'I]our'was first used irl tļre Į:rencļr translatįorr of tl-re \loyage or ContpleaĮ lounle1,
through Įtaly written b1, a Catlrolic, Richard Lassels, published in l670.

After tĮre Įor-rg wars agairlsį į.ouis XIV peace came at last, arrd aĮthough tļre first ļlaļf
ofthe century was not devoįd ofconflicl traveļ became easier įĮlan ever before, and
ErlĮightenmeIlt attitudes to religious belief began įo thaw tl're religious ciivide. 'Ihe

golder-r decades were those following the Treaty of Paris it^t 17 63.l n that year ļoharlIr
Winckelmann, tl-re great cerman classicaļ scĮ-rolar, recorded tļ-rat there lvere tļlree
hundred EnglisĮ-rmen in Rome simultaneously. This was the period wl-ren l]ritairt
became the richest country with an ever-expanding empire opening up new com-
merciaĮ opportunities around the globe. There was money to spend on an unpreced-
enįed scaįe, one wĮrich, in the past, had rarely passed beyond royalty or the richest
members of įhe arislocracy. As a collsequellce over six lrundred cout]try houses were
built between 1760 and 1800, virtually aļl of them įn tlre cļassical style and the
ma.iority during the įwo decades after 77 60. Britain's cultural status also begarr to ride
high, lifted internationally by the unparalleĮed prestige of Newlon within the inteļ-
Iectual cįrcles of the European Enlightenment. The idyll was onĮy shattered by the
Įoss of the American colonies and the French Revolutiorr. The latter effectively put an
end to the Grand Tour.

Peace having comg the Brįtish set out to cross the Channeļ and view the home of

l llĮ (ilį^\Į) l()įļll .\\l) .\l:ļ.ljIi

tļre classicaļ heritage whįch, tlrrOtrcll their eclucatioIr, tlre;l Ļąį conle to clrerisļl.'I-lrat
tlrev did so was also prorrrpted by tlre ploor cducaįiorr offered at botļl oxford anc]

Carr-rbridg,e tįretl itl a state of declirle. Alter Etorr or Wesįmitlster tlre uIliversities tyere
replaced or supplet-tlerrted by a sojourn of up įo fir,e years on the Conįinet'rt. Irr tIre

case of 'I-ļrornas Coke, 1st l]arļ of Leicester, it lasted as lorrg as six. No otļlel couĪltļY
trratcļred Britain irl įlre sĮreer nunrbers of people r ,ļro r ,etrt on the C]ralld'tbuĻ so
t'nttcIt so that it becarle itr essetrce a į]ritish pĮletlol'tretlon. lt aļso covered a reI1lar-

kab11, wide specįrul'll of society irlclr_rdirrg both aristocrats and comnrotlers/ patrons
and colļectors, arįists and desigrrers, arrd, in addition, maįly wolĪIen. Taken togerher'

tļrose wļro l,velrt tnade up what ļ'ras been described as a 'virtuaļ'or 'invisible' acader'nv.
'ļ'he serious side ir-rvoļved Iearning foreigrr languages, studyirrg the history politics

and laws of eacļ'r coLĮļltįy- 'fļ-rat aļso et-nbraced lookirrg at architecture, art and aIl_

riquities. A youIlg tlan was expected įo reįurn endowed with aļļ the attributes that
wouįd enabļe ļ-rill to move lvith assurance įtr international counly arislocratic
societ},, being fluet]t įn at Įeast French, graceful in his deportment and polislred iIr l-ris

manners. Such a young person did noį of course embark on the tour ill-equipped, for
he would have beerr reared on classical Īexts and couĮd even lrave read tļ-re works of
wrįįers sucįr as Danįe, Boccaccio and ]hsso. I_Ie w,ould also have been farniliar rr,itļl

Itaļiat'r nrusic and opera. Sucl'r young men traveļled either singĮy or itr groups, uncler
the supervision of wl'ral was calļed a bear-ļeader- For great aristocrats wlro traveļļcd
alone there was a governor. ļrl eitlrer iItstance, t.hese people tended to be arrtiqr_rar-

ians, often fussy ir-rcompetent clergynlen, pedag'ogues or place_seekers; Īhey had greaį

difficulty in cor-rtrolling their' clrarges who were not only their sociaļ superiors br_rt

more ofįen than noį were far mote belll otr savouring įhe woļĪeļl of a įor.,n that't

visiting its distinguisl.red buildings.
'ļ-Į-re roure įhat Was taken becatrre a more or ļess fixed one. over the Cļ'rannej to

Calais įt' began in the Low Countries atrd Fratrce, passing south to cross into ltaly
either by mounįain pass, over Mont Cenis, įo Turirr or by sea from Marseįļļes to

Genoa or Livorno. Then foļlowed the giro d'Įtalia: F|orence, Rome, Naples, back to
Rome arrd up over the Apennines to Venice. Then Vicenza, Verona, Miļan and tl'rence

to SwizerĮand, Germarry and back įo Calais and home. Travelling was not easy and
contemporary accounts, of which there are many, form an unending hymn of comp-
laints about bad roads, poor inns, coaches devoid of springs, fear of plague, arn'ful

food and venaĮ customs officiaįs. French being the lingua franca, some months \Ą/ere

usuaĮly passed at an academy in the Loire area learning the language as well as being
irrstructed in social graces like dancing and fencing. To appear in Paris a man had to

re_dress himself from head to toe. Visits to the great buildings, Iįbraries and an coļ-

ä



orr J IIl: Sl'lĮil l ()l: l;lil ļ \ļN

lections įhe re rvere r/e rigtlettr but rro one seemed to lrave trruclr įirlre for tļ-re city whįch
was regarded as filth1,. Versailļes, the seaį of tļre lrrcnch court, was also deemed atr

essetltiaļ experierrce but ļiked even less, pronourrced by SrrrolIett to be'a clisrnal hab-
itation' aIrd by Horace \Ą/alpoĮe a 'ļumber of littļeness-'

ItaĮ-v, lrowever, WaS sol]]ething quite different. Iį was Partlassus, tļre E'ļvsiarl Fields
ancl tlre Carderr of the Ilesperides ali wrapped into otre. ]'ravellers arrived witļr a
preconceived notion of the counįry a l]exus of ideas, ofįen vague atrd iIraccurate,
which, to the generation which came of age in the unique liberal polirical regime
which emerged after 1688, made Italy a kind of paradise. But only in retrospect, for
the country was now visited with minds and eyes firrnļv fixed on the past, on Arrcienį
RoIne and tlre Renaissance- Tlre Italy of that time, a series of self-contaįned weakly
governed states, was Įooked upon with a withering condescension. In vain lviļļ one
ļook for references to many of the great living anists, an architecĪ like ļuvarra or a
painter like Tiepolo. Nonetheļess, as ļoseph Addison wrote in his RerrlalJt_s on Seueral
Pars of ItaĻ, ( 1750): ''ļ'here is cenainly no place in the Worļd where a Marr may Travel
with greater Pļeasure and Advantage than in Įtaly."Īhat pleasurable visiorr was largely
formulated by pictures, the harmonious classical landscapes of Claude with their
idyllic caĮm and diffused golden sunlight or the souĮ-stirring grandeur of the sublime
scenes of Saļvator Rosa with their sinister mountains, |agged rocks and shattered
trees. To that they were to add the architectural fantasies of the artists Pannini and
Piranesi and the perpetual pageant of Venice as caught by Canaletto and Belļotto.
And at tļ-re heart of it all lay the lure of actually seeing the reality of classical antiquity,
known about vinually only from Iiterary texts.

TI-re time of the year to reach Įtaly was autumn, the visitor heading south for
warmth during the winter months. Movement was also conditioned by the need to
catch cerįain great festįVities and spectacles, carnival in Romą Verrice or NapĮes, Holy
Week įn Rome and Ascension Day in Venice. Four cities were critical to every traveller:
Florence, Rome, Naples and Venice. Even more than in the previous century Įtaly was

seen to be the fount of an, įiterature, philosophy and musįc. This was therefore the
Crand Tourist's cuļturaļ mecca.

These tours were greatly facilitated by diplomatic representatives and other British
residents in ltaly. Such people were able to open doors, arrange for ļicences to visit
and excavate archaeological sites, and aļso introduce travelļers to dealers in oĮd mas-
ter paintings and antiquities. Horace Mann, for example, was resident in Florence for
haļf a century entenaining everyone who passed through the city to view its fabulous
art coļlections, both oļd master paintings and legendary classical statues such as the
'Venus de'Medici', 'The Dancing Faun' and 'The Wrestlers.' This experience of the

Ņa

cļassicaļ worĮd would reach its climax in Rome which I}ritish connoisseurs in RoDļc, c.!750,

was one Iong series of visirs to hįstoric sites as we|ļ as :;:i:,o,Į:,':;',:,:r:,:,i':,:,''i,!i!'ļļi"!Į"ii''"'
tours of the great scuĮpture coįlections in the CapitoĮine antļ the Arch o| Consrantine'

Museum and the Museo Pio-Clementino. Then there
were excursions to Tįvoli to view Hadrian's Villa and along the Appian Way to inspecr

the tombs of the Roman nobiĮity as weĮl as to Lakes Nemi and Albano. Direct contact
with the ļacobite court had to be avoįded and also with the papal court, although its

art treasures, headed bythe greatest works ofMicheĮangelo and Raphael, had to be

seen as the summit of painterly achievement- And of course many sat for their pon-
raįts, for it was cheap. Some two hundred sat for Pompeo Batoni, giving us a unique
gallery of these young men endowed by his brush with a sensuous high glamour as

they posed nonchalantly amidst the ruins of imperial Rome.

Travelling south the visitor entered the Kingdom of the Two Siciļies with its capit-

al Naples. Naples at that date was the third most populous city in Western Europe.
With its miraculous climate and its breathtaking bay, not to mention the threatening
backcloth of Mount Vesuvius, Naples offered the traveller astonishįng contrasts. And,

in 1768, Sir Wiļliam Hamilton arrived as ambassador. He was to remain for almost



thirt1, ycars, a Į)rescilcc rctrclct'ctl lcgcnclar1'įlv his liaistln rvi(lr į;rlrtrla l Įar( rl,horll lrc
trralricclin l79ļ.'įbhirrrthissttttrrrirtg,ivbcalrtiltrl vcrr_rn3girl wasatrlaidetrfr<rrtlclrrs-
sical antiqr_rit1,LetLļrl]ed įo cį]lįh, a livirrg art object lar'allel (o iįeįlls iIl lris labĮed coI-
lccti<;rr of antiqlįe \Iascs. Ilis fir'st collcctiotr ile soļcl įo įļlC l]Iitish Musettt-t-t ill 1772
witlr tļlc object of in[ornritlg llot ol)ly į-tI]įiquaįies br_rt also alįisįs.'I'hC Sreaį potįeĻ
losial-r Wedgu,ood, ancl lris parttrct,'Į'hotrlirs llerrtle1,, \{el-c to tltal<e a lorįtIIlc nlatlLt_
lactr_rrirlg re productiorls ol'įhcIī1. ļrcll įhe serious visitor Naples \Ą,aS įI1ė ļloIlle of įļre
poet Virgil arrd it was possil)Ie to visit rvlrat \Ąias thoughį to be ļlis įorlb aIrd groįto aį
PosiIli lo. 'Ī'ļrev were also ablc įO see įhe'Į'enrple of tļre CttrlaeaIl Svbil arlc1 Į-ake

Averlrus where Aetleas, tIle Ite to of the Acnaįd,Irad rrrac]e ļlis clescerrt įo Hades- Laįer
irl the ccntury tlrey pusIred fiIrther south to irtspect the tenrples aį Paesįuļ1l. Įjįtrļier
tlrey lrad all the excitenrcrlt oI tlre ėxcavaįioĮls aį I IerculaļleuĪrr ( 1 73l ) and Ponrpeii
(1748), seeitlg more of classical life than hacį ever beetl seeIr before- And tlrere was
always llre terriĄ,irrgascerli of Vesttyius to be ll]ade when soles of sļroes were scorched
by tlre Ireat of the ļava.

Verrice l'rad mairrtairred colltinuous relaįions with Englarrd for over a century. The
republic u,as admired for its politicaĮ sįabiliįy and seeInirrg prosperity. There lhe con_

sul, ļolrn Sn-ritļr, and others acted as deaiels and brokers for works of a schooļ of
painįin8 for wlriclr tl're lir-rglisl'r lrad Iong had a passiorr. lrl the great public buildings
and chUrches tlrey could drirrk theil fiļI of 'fitian, Tintoretįo and Veronese. Along tlre
Brenta were dotted tlre viļlas of Paļladio aIld irr ViceIlza tlrey could savoul'įhe major
concenįratįoį) of his work irrclr-rding įh 'Itatro C)lirnpico. Venice musį always have
beetr an extraordirrar1, reveļatiorl, corltradicting as įį did everyįhing tlrat epitonrised
linglish upper class life, lor there were no coun(ry houses as such, no horses and no
ouįdoor fieĮd sports.

ltaly was shopping. Įrr spite of the consigllments of old master paitrtings, ltorks
\n pietra dura and scagĮioĮa, bales of rich įextiįes and Veneįįan glass, tlre greatest prize
of aĮl was the acquisition of cļassical anįiquities: sculPįure, vases/ cameos, gems, coins
and medals. cavin llamiļton, the Scoįįish painter and dealer, wrote to the coļļecįoĻ
Charles ]bwnIey, il'l I779:'Never forget that the most valuable acquįsition a mall of
refined taste can make is a piece of fine Creek scuįpturej The purchase of antiquiįįes
obsessed the British. Irr Rome it was in the col]troį of two men, Thomas Ienkins and

ļarres Byres, who saw to it that the flow, for examplą of antique cameos never quite
dried up nor that of antique busts and statues which were 'resįored.' The papacy
moreoverwas anxious, in the afįermath of tļre collapse of the ļacobite cause, įo res-

tore reĮations with Britain and so gralĪted ļicences to excavate, always with the proviso
that the pick of whar was found Wenį into the papal coļļecįions.

As a resrtlt the l]ritish took.r lcaclirlg p:rrt itl what was il rcttaissatlcc įIl archaeo-
logical sclrolarslrip- l\ rvlrole selies Ol !]rįnCl Į)ubļicaįiolls a1rpcirrccl r^,I'rich ļlroviclec1
rtleasured dra ,ings atlcį views of rvIrat lrad been cliscoverecl.'|'Įrc cottsec1Ltclrce \Ą/aS to

cl-rarrge people's Į)erceptioĪl of tlre classical Į)aSį. Suddellly aĪlįiqLįiį.V ceasecl to be part

of a sirrgle streatlr l1owit'tg dowI't įo tlre ptesetlt. Iį bccarrre irrsįcad arloįļleI coUll(ry as

per'iods begarr to be cotrrpartIrletrtaliscti otle frotlr tlre oįlrer: Arrtic1trit1,, tĮle Darli Ages,

the Middlc Ąges arld tļre Renaissarlce. ļļooks r,lriclr catrre out fr-or'rr [he ļ 750s orlwards

were to fuel a clraIrratic chatrge itl visr_ral style, orre whicl-r we irssociaįe ,itļl t}re word
r-reo-cļassicaļ.'į'ļie earļiest rvas Įįobert Wood's Ruitls oļ'Palnt1'trr (I7_53) folļorveci four
year's later b), I',1. ,uo l?uītts o.|'I\uaĮbeclr. ļatles Atlreniarl'
Stuatį at'rd Nicļroļas Re'ett wetlt to Greece alld in ļ 762 ;'H:l1,1;jj;1]:l]ilill;llf,:,ll-'
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ploduced the first voļuIrre of tlreįr 'I'he AntĮquities oJ'

ALhens'-I'\,^]o years ļater foĮlowed tįobert Adarrr's Ruins oJ
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DaĮlttatįa" l'ļrese atlc'l oįhe ls į)\,both Eng|islr alld loreign il,t-iįers recorc]ed not orlIy the
IloI-lrarr il,orld as it Ilad nlarriįĮsted itseļf irl 1rlaces hitlreno utrrecorclecl but be3an to
push back iIl tit'tle aIrcl bcgirl tIre r'ec]iscover}'ol(]reek cii,iļisatiorr.

Such a ferrle.t could o.lv ha'e rraior repercussio,s at ho.le. Many of course
trray lrave reįurned frot-n the Crarld'ļbur witļr orllv corlfused I-ttenlories and a siglr of
lclief or, as Lad.v Mary \{ortlev MoIlta!ļu įaftIv pĮtį it: "l'he boys onIy reIrrember rvlrere
įhev nleį r,itļr tIle best Wirre arlcl tlre ptelt}rest Wornerl.'Bur a trritror.itv resporrded,
returtring witlr tļ-reir'tl'tillds eIlriched, bringing to Englisl-r cuļtut.e a cosr-nopoiiiatr in-
fluetrce, a refinemenĪ of manner and an irrleļļectual curiosiĮy wļrich irl fact brought
about a lasting change irr Englisir art, architecture, music aud nranners.

AĮtļrough įļle grea(esį ag,e of collecting had 1,et įo come, tlre crarld Tour began to
6lI tlre courltry and to'.r,n ļror'rses of GeorgiaIr Brirain r ,ith works of an. Įn l-rouses ļike
Saltlanr (Devon), Corsļram Court (\Ą/iltShire), aIrd Felbrigg Hall (Norfolk), special
cabinet rooms were built to accommodale what their owners had brolrght back. An
aristocrat like the 2nd Marquess of Annandaļe returned in 1720 with over tļrree
l'rundred pictures for his great house at Hopetoun. Tlrese often incļuded copies of
some of the most famous Itaļian works by Raphael, Titian, Guido Reni and Correggio
wļ-rich were far rnore vaļued tļran originals by lesser artists. 'lherl there \Ą,ere the scuļp_
ture colļections. [-lere iItterest focused less on fragrnents, wļraįever tlreir qualitr,, lhan
on complete pieces. To purchasers the subject matter of a piece of classical sculpture

lĮįll (ilį.\ll) l()įlIļ j\\I) j\l II:Il

r,vas of far t'trore inr;":ortatlce įlraIl aIlV claiI'tr įo irs authetrticiįr'. Restoratiotl aIrcl getrer-
al fakery itl res1:lotlse to der-tratrd was rife. į]ttį tlorv t|re sculpttrre galleries of Arur-rdeļ
arrd BurĮiIlgtorl \^'/el'e įo spawll įheir progeļl)/ įn ļrouses ļike įlolklrarll (Noriolk),
Peįutorth (Sussex), Cļratsrn,ortlr (Derbysl-rire), \Ą/oburtr (Bedfbrdshire) arld Newb1,
Ilall (LiIrcoInsĮrire). ln tļlese cases special galleries \{ere btįilt for'their-displa1,- lrr
ļl1oSį houses įhe gestLlre t-nade was to relegate tI're [anrilv portraits to back passages
atrd 1rarrsfortn tļle ellįIance lrall irlto a classicaį palltheotr.

Sr_rcļ-r collectįorls were evidetlce of sor-netlritrg eIse, tlre evoļuįįorr of the virtuoso
irrto the cotrnoisseLtr.'lhe vįrtr.roso of tĮ-re previor_rs cetlįury had filļecl l-ris cabinet with
curiosities which couļd r'ange from rrredals arrd Eļetl]s to r-lliIrel'aļs arld shells. A
coļļectiorr vias viewed as assernbling a competrdiunr of Cod's rrliracuļous creation of
tļle naturaļ worļd and its įratlsmutaįion at tļ1e hands of ar't. 

_fĮle 
corlnoisseur in tlre

eighteentl-r centuļy Was soll]eoįle far differerrt. Į-lis eye u,as abļe to differerlįiaįe įļle
work of the mastet from tļle lrand of his assistarlt or studio irr tļre casą for ilrstance,
of a pairlter. CoIļections now becanre assembIies of the new fitle a s, painting, sculp_
ture, drawings, classicaį atltiquities, prit-tts, gerrrs aIld rnedals.'I'l-re prize exhibits of tlre
virtuoso's cabinet, iterns ļike a ut'ticorn's hortl, l ,ere relegated, evideIlce of the oId
world pictuie wļ-ricļ-r tļ-re Er-rlightellmeIlt had banished. Jb be a corlrloisseur lrroleover
proclairned tļrat otle lrad beerr otl tļ]e (lĮand'ļbuI; lor only tlrror.rgh tļrat couicl sucl-t

proĪlouncements of tlre discernirrg e),e be cultivated.
IrĪ llo area was įIlat visiorr of Britaill as Ancient Rot-ne rebortr more evideIrr įhatr

itr architecįure aIld interior decoration.'fhis u,as tl're classicaļ cellįury as houses were
either buiļt or I'eĮ;uilr by owners who ļrad beetl on įlre įour. į]r,erywhere one įooks the
sarne tleo-classicaĮ r.ocabuIary occurs of aļlthemion atrd patera, wirlged griffin arld
1ripod urn.'fhe classicaļ style and repertoļy of decoration s\Ąlepį its Way through in-
terior desigr-r err'rbracing evety artefact lrotn door furtrįture to carpetS, fI-om plaster
ceiling ro the plates on įhe dinner tabIe. once taken up it was to change tlre living
style of nlembet-s of the'middļįng class'wlro wouļd Irever even have the chance of
foreign travel.

Rome itr the ļ750s was full of young British architects studying tlre remains of
antiquity, amoįlg tļlem (he tvvo men who were to dominate the architectural scetle
during tlre decades loĮIowing the 1760s, Sir William Charnbers and Roben Adam.
Boįh were exponents of the emerging rleo-classical style wlrich had been initially
pioneered by French and Įtaliarr arclritects in a quest to peel away the Iaįer accletions
of the Renaissance and baroque periods in a search for first principles. l'he new
aįtitude to the past brought about throlrgh the recent archaeological discoveries
meant that architectural style ceased to be part ofan historical conįinuum but irrstead
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bcc:tIltc a cIl<>icc ll-oIrl tltrc clfa scrics of1lcritlcl c()lllį)įtIįll1cI1įs. ļ]oth (]ļlarrrbers arltl
l\d"rrlt itt tircir scparatc \\'į\/s \Ą,cr('į<r ,rcstlc r'r,iįļr rltc collseqtļcI1ccs ofrlris in tlrcir-
resĻ)ccįive cįlį'ecrS. ļl<>įlr n'et'e fįIIrtl:rrrlcIrtirlIv classicists artcl įl'reir tvorlt, svtrl1-lĮc>ttlatic
of a vast art'av of rte ' į>triļdirlg ,ļricll rryeIrį otr all over tlle cOLlįlįįY in tļle classįcal
InaI)llcĻ secItlec{ to SįeIn froļll tIrc irsstrrrrptior'l įļlāį a tlalioll wlriclr rl,irs įļlc fįlcLrs tlI'
aIr cIrl lite cxccecling itl scalc tļraį o[Är-rcicrlt Įįonrc caļļed for a style rt,l-rich sĮrokc oI
inlperiaĮ gratldeur.

CļraIlbers str-rdied in botlr Paris arld ltaļv wlrerc he spctlį fi\re ),ears. lrr l75.5 ļlc
returI]cd to l:rrglarld gailtirre an irl(roclucįioįl įo įļ)e ltļįįlre Ceorse ļIl, tlrus secttrit-l3
rovaļ f'volrr.'l'|rror:ghout the ļ 7(lOs arld ļ 770s Chatlrber's was r'es1loIlsible lol a rvlrole
set'įes of towtr atld countl-v houses, bttį lrc r ,as r.tIriquc in havirtg tlre opportr_rnity to
desigrr the orrlv nra|or ptrblic buildine of the cellįLlIy, Sotrlerseį Ilouse.'l'hat its pre-
decessor was creenrvich Palace, bcgun in the 1660s, is some indicaric.rn of the
absence of royaI irritialives. Elsewhere in absoļutist Įiurope the palace \Ą,as sįill 1Il

major velricle. įrr į]ritain that role lrad beę:Ir passed to tļle arisįocļ.aįic count r house.
The ļ lanoveriaļls nevel br-rilt a great palace, failed even įo relrouse ParļiaInenr, al_
t|-rouglr tļre sclrerrres \ĄIeįe mally. lll 7775, howevet; tlre idea of putting various
3overllļĪellį depaflnreIrts under a sirlgle roof was nrooled. old Son-rerset ļJouse wirs
razed to the gror.rrld and tļre preseļlį builclirrg arose, Ilragnificellt in parįs, ĪĪoI.lulĪen-
tal irr scaļe but always sotttehornr failing sĮron. Perhaps the very n-rr.rltiplicitv oifunc-
tions tlrat it was nreant to lulfiļ (includirrg lrousing tļre RoyaI Academy of Arts irr its
early stages) erodecl its focus. It is nonetheļess Chambers's masterpiece, thoughtfr-rl,
sensitil,e, yet episodic. Iįs courįvard ļras beetr likened rightly įo thaį of a Ceorgiarr
įowl] square.

Cl'rarnbers ended a kniglrt of the reaļm and įhat ref]ected the shift in starus whicll
was affectir-rg the professions- ln lhe pasį, ill the case of architects, they hacl either
been carpenters or masons or they ļ'rad been gentļemen, like Lord Burlington, who
practised architecįure at a relnove. But with the new polish and learnirrg acquired by
the Grand Tour the archiįect was Seen gradually to take on the status of gentleman irl
his oi.l'n right. on įhe tour these yourlg hopefuls would ļrave minglecl with ancļ mer
tlreir future paįrotls on vinually equal terms. That tlre divide was 611ļ1, gradually
eroded can be ļearnt from a letter writįen by Robert Adam whiĮe he was still studving:
'If I am knowrr įn Rome to be an Architect, if l am seen drawing or with a pencil iIl
my hand, I cannot enter into genteel company . . .'Adarrr was įo be one of lhe men
who was to change all of that.

Adam has given his name to a stvļe which conjures up a whole epocl-r. It is one
whįch is instantly recognisable, a unique synthesis uniting coļumns and carpets,
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pedestaĮs and ponicos in a single visuaļ evocation ofthe
,orld of Creece and Rome. Adam, įhe soll of a landed

Scottish arcļrįlect, had only one ambition įrr life, to dom-
inate the architecture of his age. ĮJe embarked orr his
career with the advantages of a good educatiort arrd of foreign traveļ and study iIl
Italy. Even while in Ronre įn the l75Os he knew that his only possible rivaļ was
Cļrambers, categorised at that date as a 'formidabļe foe.'

Adam arrived įn London in 1758 settirrg hirnself up iointly with his brother ļames
in the grand mallner as the socįal equal of his cļients. Įlis publicity machine J<new no
bounds, he himself proclaiming: '. . . to have brought about in this country a kind of
revoĮution in the whole system of this useful and elegant an.' His was a vision of a

new architecture based on his own response to the public and domestic building of
imperial Rome as reveaļed through the new archaeology. There was no lack of weaļ-
thy patrons to ,hose demands he responded by providing a living style wl-rich now
called for contrasting enclosures for specific social purposes, dining, playing cards,
conversation or dancing. His style was to work from the fundamentaļ idea that the
Romans did not adhere to rules but that sucĮr rules as they had were elastic. to be
adapted as the architect thoughį fit. Drawing on a wide mėlange of sourcės Adam
formed a style unique for its richness of variety and įts sense of movement. The roļl
calĮ ofgreat houses from the 1760s aļone is breathtaking: Ilarewood Ilouse (York-
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slrire), Croorle Court (Worcestershire), Kedleston (Derlryshire), Bowood (\Ųilt-

slrire), S1,oIr irtld Kerrrvoo<l (lvliddlesex).'ļ-lrerl, irl rhe l770s, followed a series of
spĮerrdid towĪ) ļlouses of r,hiclr his survivirig rrrasterpiece is lIorne Fļouse, Portmart

Sqr_rare. Sucļr lrouses resporrded įo įhe elaboraįiorr in enįertaining as hostesses out-
vied eaclr other in tlre osterlta(iorr arld elegarrce of tļ'reir itrteriors. Įn addition he

eInbar'ked on a series of propeny developrrretrts, iIrclr-rdirrg tlre Adelphi, vlĮrįch r,vas to
prove a disaster and nearly bankrr-rptecl hin-r.

The war with the Arnericatr coįonies arld tļie [rrenclr Revoļutior-r brought all eIld

to the boom. Also, taste clranged, arrd Adarrr becatne the target of crįtįcisnr aS tasįe_

nrakers like l-Įorace \{alpole begaļl to labeļ hirn as a puneyor of 'gingerbread'and
'sippets of embroideryi Morley was tįghter too, so Adam įooked nonhu,ards to

Scotland. In his later years he worked on Charlotte Square in Edinburgh, and, surpris-
ingl.v, on a series of Scottislr castles. Cuļzean for tlre Earļ of Cassiļis remains his nlas-

terpiece įrr that seemingĮy puzzling genre- Withirl, įts roolns are neo-classical but
ouįside, at 6rst gĮance, it would seem įo have Įittle col'įnection with wIrat had gone

before. But in Adarn's view of history castle architecture was a diįect descendant of
įl-re arclritecture which the Romatrs had brought to Britain. [n his sqr-raling of tĮ-re

rlredievaļ castle illto tlre cĮassical įradition he is in fact touchin8 something cenįraļ to

įhe age, the desire įo recotrciļe (ļ]e įWo as twirl aspects of a sir'rgle civilisation.
'fhe significance of Adam was to be far wider than any other architect of tl-re period

because l-re gave binļr to r ,haį we know as the Adam Style', one still recognisable at

a glance alld olle also wlriclr crossed not only this count , but Europe and the ĮInited
States, where it is krro ,n as the'lrederal Stylei The teason tļla1 tļ'rįs was so is because

Adam's work coincided witļr the buildirrg boom of tlre i760s and 1770s. Iļis
influence was huge because he provided a synthesis ofthe latest fashions, drawing on
oļd arrd new wl-rich could be applied įo aįļ manner of buildings, both public and
pri\.ate as welĮ as large and small. Į-lis Idor*s įn Archįtecture (1773) gave everyol]e

access to the ingredients of the style in which ponderous PaIladįanism was banįslred

as well as tĮ-re fripperies of the Frenchified rococo whįch had enioyed some success įn

the 1740s and 1 750s. Adam was the first architecį to devise an overaĮl integrated lool<

to a ļrouse whiclr ran through ever}įhįng in it, fronr its faęade to the siļver on lhe
tabĮe. The gospel of neo-classicism stenrtning frorn the All tfu nut3ni]iLencc Llļ'intpctial ĪĮtlne

l]ritish archaeoĮogists and įurned into a reality for the talseuohedĮ 'ĮĮoĮtrlĄdamļ'ortltk

present by Adam Was copied by countless imitators. ',:;:Į:,|;:,,i:,:];:ļ:;:,i,':;'r:I:;":;|Į

AĮtĮlough the Adelphi terraces had been a near disas- u cļlc lonic colunns ven rcį 'ith

ter for tĮre architect įhey set new standards in urban ;l-i'lli;:};Į,::,:::"';::;::;:::i
housing, for įt was the first developmenr in which l ntcs'
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houses were ctltrceivcti as a sirrgle archiįectttral colnpositiorl, strikirlg įhe eve įtį fiIsį
glatrce lrorrr afar as a singlc Itirliarl palazzo raįheI įhįrll a Separį'įįe se ries of houses. Alļ
over Britairl squares, cresce11ts atrd terraces at'ose it't the rlew rleo_cļassical laļltleĻ
designed by fal lesser arcltitecrs or jusr put up bv jobbirrg properry specuiarors frorn

1lattern books ,ļliclr spread tlre s1yle across couIlįry atld c]owtr tlle social scale. ļn tlrc
ļ760s Edinburgh Neu,'l'oivll arosą and iIl the fasIriorrable spa lesort of Batl-t tļle ear-
lier: spleculative building by Iohrr \Ą/ood of Qr.teetr Square and the Circus (begun
1754) rcached a clįmax in Royal Crescetrt (1767-|775). Witl'r its mot-tt-tnretrįaļ s ,eep-

ing curve this became the rrrodeļ for every grarrdiose housirlg project lor over haļf-a-
Century. ļn London Bedford Square (cornpleted 1783) scaled new lreights oIelegance
as eacĮr side of tlre square assuļ'ned įlre nraIlįļe of a paiace faqade. What Seį these įown
houses apan frorn tlreir Įiuropearl countelparįs r^,,as tļraį įlrev were verįical alld įhaį
hortever nrodest tĮre faqades, orders and other iten-ls

frorrr the repertory oFthe Adanr st},le of decoraįiotl were

used in order to give both emphasis and a sense of
movement. The result was a style of house unequivo-
caĮly Britislr.

'Il-re Adam style was to be linked wirh two other
greaį names, Thornas Chipperldale and ļosįah Wedg_ ą

wood. Clripperrdaļe, like Adam, was an adepį publicist.
Born in Yorkshire he set up shop in London in 1753.
Altlrough lre produced the first editiorr of Įris famous
Cent'lennn and Cabįnet-MĮļker's Director īn i 754 it was tcl

be tļre thįrd edįtion in 1762 whicļr pronoted įhe neo_

classical styĮe. For thirty years CĮrippendale ran a team
of some fifty craftsmen producing pieces from these
designs in a range of styles which aļso įncļuded the
rococo and chinoįserie, ones whįch were also copied by
a host of mįnor workshops. Hįs influence was to be
European and stretched aļso into America. Chippen-
dale furnįshed some of Adam's finest interiors and re-

mained true to the neo-classicaį ideaļ.

ļust as Chippendale fused the increasing demand
for furniture to match įI]e new neo-cļassicaĮ taste so the
Staffordshire potter ļosiah Wedgwood met the demand
for ceramics in the same manner. Wiįh Thomas Benrley
he opened his new works at Etruria in 1769. This was

t.lctory lrodtrction in a viĮlage speciallv buiļt lor the workttlelr. We'tlgivoocl ,ils įo įle
tļre first celamicisį to ļraltress įlre trew sinrplicity arrd pur'itv oI tl-re neo_cļassical st.vle

to everydav chirla.-l-hrough įhat aI1d tlrass plroducliorr wIlat had l-ritĮlerto beerl regat-

ded as urratįaiIrable Ir-rxur'ies became getrera|lv accessiblc. Wlrat is so striking about
the Adan-r Style is that it becar.ne the firsr (o be taken up by the increasingly pros-
perous nriddle classes. It \Ąras one wļrich couļd be adailred for the r-tlost nrodesl of
dornestic inter'įors arrd as a corĮsequence it has retairred its Ilold įo the presel]t dav.

Archiįects were not įļle oļllv Britisir artists str-rdi,ing in Ronre ilr įhe ļ 75Os. Paitrters

atrd sculptors were 1oo, aIld tļ-re irnpact of direc( contacį witļ-r tl're art of classical
alltiquity arrd of the ļ6tl'r arrd l7tļl cerrturies was to be as profound on thetl also.
Scr-rĮpture in E'Iiglancl had been domirrated by foreign arįisįs, in the first half olthe
cctltury by Michael Rysbrack and Louis lrranqois Roubiļiac, tlre former an exponellį
of tl're baroque and the ļatter of a far nore rococo slyle. į]otļr had resporrded 1o tIre

Augustan demand for wor|<s in the arltique malīneĻ particuļarly ponrait busts.

loseph Wilton wl-ro had been in Rome in the 1750s returned to England with a zeal
like Roben Adam's įo raise tļle status of tļle ar_tist. Wilton signals the advent for the
first tin're of a native school of sculptors. Its greatesį exponent was yet to come, the
effect of contact with Įtaly being far less immediate than in rlre case of paintir'rg. Tlrat
man Was to be ļoļ'rn Flaxman. He was a rare phenomenon, a Britislr sculptor who
enjoyed European fame, being praised by the great Gernran writer Goethe, and the
French neo_cļassical painter Ingres. Altl-rough he was not įo get to Italy until lre was

nearly fony, Fļaxman saįura1ed hinrseļf in antiquitY from youth onwards, devouring
all the great archaeological volumes and studying the creek vases from the Hamiļton
coļlection in tlre British Museum. l'he resuĮt of this was his extremeļy refirred and

elegant linear style of drawing, which eschewed the use of any sĮ-radow, and which l-re

used for his įllustrations to H omer's IĮįad and odyssey, published įn 1 7 93. These were

known and acclaimed aļl over ĮJurope and were re-issued many times. Tl-re same style
,as used by him for the many comtnissions which he received from įhe Wedgwood
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pO1įcl-Y dįĮlinS tļlc ļ770s irrrcl ļ7.SOs. lrr ltalv Ile dcliberatel.v sct oLįt (o eĪllįIļaįe
aļlįi(ļįtitv iri l ser-ics of rr,orks incltrding'Į'hc ļ:ttl),tl.| AtĮtnmas (l79t]) lr,Irich WaS cOlll_
Irrįssiotled b1, t1''. ,,or.' ĮJislrop of Į3ristoI (alnlost a pertllanellį Crarrd'ļbr_rrist aIlcl įhe
ttlatl afler n'ironr alI the lrotels irre rranred) for ilis ļrorrse at Ickwor'tlr, Sr-rlfolk r,ļ-rere

it retrlairls. l}ack in Irrgiarrd Irļaxnlan erlrbarked oIr a series of tnotlutlle tlįal toIrrįrs in
the Irco-cļassical tnatlIreL takiIlg the stvle thtoug'h irrto tįre 182Os.

'l'he eflcct of tļre Craird']br.tr otr pairltitl9 u,as įo be accot'nplished rvith telrrarkabļe
rapidity in tlre figr_treof one nlan, ļoshua Reylrolds, r,ho arrived in Rorlre in ļ7_50. į-ļe

aļso, ļil<e Adatrr, was bent otr lifting tĮre status of ļlis professiol'r, irrspired by the lvrit-
ings of Richardsotl atrd theref'or'e lvishirrg įo See paiIltillg aS a ļiberaļ arĮ. recognised
as tļ1e visuaļ ec1uivaĮetlt ol'tra3ic or epic poetry.'I'he sorl of a Devon cleric, Reyriolds
Įlad learnt ļris trade, l'or strch it tļletr i,las largely viewed, in tl-re studio of tlre fashion_
able ponrait painte 'fhomas lludson. Re.vnolds, how-
eveĻ kne , tļ-rat lre couļd rrot Succeed in ļris mission
unless he had studied aĪĪtique sculpture arrd the great
works of the Renaissance. I-le ten-raįned in Įtaly for two
years and arrived įn Lorrdon in 1753.

llis earliest ponrait, pairrted on his return aS ā den"l-

onstratiotr piece, was desigrled įo exļlibit iris revoļution-
ary powers. Nothing quite like it had ever been seen

before- l-ļe depicted the navaļ comnrander, Adrniraļ
Keppel, in a pose based on the famous hpollo Belve-
dere'striding, windswept, along a stormy foreshore. the
wļrole rendered with a ricļr dark clriarosctrro effect de-

rived from studying the rvork of Titian and l'intoretto.
Fror'rr tļrat moment on Reyrrolds's career \Ą,as one long
triumph' Up to a hundred and fifty siįįers came to him
in any one year and his success rvas such by 1760 that
he moved to a large house in Leicester Square witļ-r ļįver_

ied servants. But his uļtinrate ascent to estabįisIrment
fame was to come with the creatioįl of an academy
along tlre ļirres ofthose usuaļ in other European coun-
trįes.

An inforrnaį academy of some kind had exįsted įn
Rome among British anists wl-ro aspired to painting his-
tory and mythology in what was calļed tlre crand Style,

that is a style modelled both on a strrdy of antiquity and

ļllļ: (,li \NI) |()įIR ,\NĮ) j\| f lili

of tIre great nlasįers of tlre past. Br_rt it Irad laIlguished.'ļ-hat tI-re idea was revived was
owed to ar-r irrfluential geįlįļelllen's dirriIlg club, tĮre Society of DilettaIrtį, which had
beerr founded irl 173Ą for men wlro had been otr the Crarld'Ibur and wlrich was to

be resporrsible for sot-ne of tlre rnajor publications devoted to Īhe ne\^, archaeological
discoveries. In ļ755 the I'rotion of an acaderrry resurfaced Įeadirrg to a tortuous his-
tory involving tivo rivaļ groups of artists, tļle Free Society of Anists and the Įncorpor-
ated Society of Artists, of which Reynolds was a leadirrg light. Tlre ļatter was granted

a royal chaner in 1765; tĮrree years later a group seceded from it arrd, with the aid of
Sir WiļĮiam Chambers, gairred tĮre paįroļlage of Ceorge lĮI.'fhe Royal Academ1, of Arts

was the result and Re1,rrolds was eļected its first Presider-rt with the accolade of knight-
Įrood bestowed tl-re followirrg year. Not only did tĮre Academ.v guarallįee an annuaļ
exl-ribition of its memļ:ers' works but it set out to provide 'well_regulated schools of

N
n

design'with a cast coļlectįon, a library life cĮasses, pri-

zes and lectures. Reyrrolds became a Įeading member of
a new cuļtural estabļishment, moving with ease in soc-

iety and including among his closest friends Dr John-
son and Oliver Goldsmith. When he died in 1792 he

had achieved what he had ser out to do, eļevate the

insular and empirical tradįtion of Brįtish arį to a more
universal realm through becoming a living reincar-

nation of the old masters he worshipped. Į-{e was also to

leave in his Dįscoulses on ArL, lectures delivered at the

Academy to students and to 'people of fashion and

dilettanti', a coherent body ofpractice so distinguished
in thought and prose style that they were to earn a

major place in the history of aesthetics.

That elevation should have come as įhe result of
painting what was universally recognised as the only
rrue form of high art worthy of the Grand Style, histor-
ical scenes and allegories. Reynolds, it is truą occasion-

alĮy painted suclr pictures but today we view them al-

most as travesties of the old masters they sought to

emuļate. The quest to paint this kįnd of picture was to

haunt British painters into the twentieth century. The
problem resided in the lack of demand and the unique-
Įy British obsession with portraiture, which came ouį of
an ėlite culture whose focus was no longer the royal
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palace bLļį tlre great privaįe house. Į]ritislr sitters wer deĮ)icted wįth alIllosį tlnrivaļļed
princeļy SplendoLļr irr a way tļrat coIrtinualļv irstonislred foreigners. Ile-.ur-roĮc'ls's solut-
iorr to practisir-rg tlre Grand Style tlrerefore ,as įo eleva1e lris portraits by castirrg lris
sitters illto itnpressil,e ro|es, įransformirrg therrr, wlrateverlhe reaĮity, irrto įreroic and
poetic personages. Soļemn riclr coļor_rr and cįrarnatic lighting effects errhar-rced si(lers
presented with a reļaxed grandeur. -Į'he nren cotrrrland authoriįy in their heary cere-
monįal robes, tļle women exr_rde good breeding, intelligence arrd serrsibility.'finre
and agairr poses and effects derived from tlre allįique arid the old rnasters are used įo
glarnorise them, although nothirrg is permirted which rnight erode an aura of high
seriouslress. Įn the case of femaįe portraits conįemporary dress was n-rodified irrto
'solneįhillg with tlre general aįr of the antique for the sake ol dignityJ

Reynolds's grēatesį nrasterpiece, the famiĮy gloup of the 4th Duke of Marl-
borough, sutns up in one magisterial image tlre fruits of tįris rrew classicaļ civįļisatįon
born of the Crand Tour. In it the younger members of the family group romp and
engage the spectators'aįtention, providing a foil to th reįicent and dignified bearirrg
of the parents and their eldest son aIrd daughter. ]he duke's heir carries to hįm cases

contairring iterns from the fabļed ducaļ coļlection of arrtique gems while the duke
l-rįmself lrolds a magnificent cameo of the Emperor Augustus. The game the chiļdrerr
play is indeed derived from an antique gem and a final classical gesture is bestowed
in the figure presiding over the scene proffering a winged Victory. I-lere in one out-
standing image Reynolds has gathered togeįher tį-re ideals of an age, cornbining tlre
transference of the classicaļ inheritance frorn ltaly to Briįain wįth a tribute 10 įhe
splendour and taste of her ruling classes. It is a picture wlrich speaks of the domestic
virtues and of humour alongside powerful reminders of the duties incumbent upon
those with a great heritage.

This classįcal higl-r point with its resonatlces oļ' the Grand Tour is also caught

Potently in the work of another artist, Rįchard Wiļson. There again are the Same
impulses to lift not onlil himself sociaļly but also the art of landscape painting wlrich
he practised to another sphere. He įoo studied the an-
tique and the works of the old masįers, in his case those F'iglteen ccnntry aspirations distilletl

of Claude Lorraine and Caspard Dughet, in order to for- 'iiii"!ri:'ž";,,';],ii':;i,::;i":::;:,;'
mulate a Grand Style. Returning from Įtaly in the mid- ,in,r nii[,anttl1,, painte,Į during tle
dle of the 1750s he found, like Reynolds, littļe demand 1770s'īecorįįsdĪisĮlcĪdĮiccltssic l

for mythology and history but a ready market first for 'i';':::;',:,:,Į:;:'::,:,:,'::;',;:"""'*

views of Roman ruins and aĮso for landscapes of his Enperor Au;ltsLttsbrougltt to tlte dulrc

own country rendered įn terms of the classicaļ tradition. 
!:;',',,i;,''::: 

':'',::,,:,",: 

,::i;ir:::i,:,:Į:':;'**'
Wįļton l{ousą for instance, is gIimpsed as a Romaniseį nonuncnlal 1ttn,lcur.

Noi)



ruraĮ ideaĮ, a vision in paint.parallel to what the Augus- RįcļįlįĮįwiĮson's plintingtrauJ'onns

tan Poets depicted in words. This is the isļand recast as *:':,:::i:::.::::"""'::::::':!:::'
įillįą't Įįn6c pe evoc1uŲe oJ il1e

a cļassical arcady caught in an unfading and effulgent Rolrdį campagna, c'175B-60.

golden Įight. The great house looms almost incandescent as the seat of this new
cļassical civiļisation. Pliny's Tuscan viļļa has been transported to Britain.

In the decades after 1760 one sees evidence everywhere ofthe consequences of
the British obsession with ciassical antiquiry the result of the Grand Tour. It was
carrįed out in the spirit of a transference of both a political and cultural empire to the
island of Great Britain. At įhe Same time the island's own ancient culturaļ traditions
were being rediscovered. The progressive urgency was to create out of these two
strealns a single British culture, one that could simultaneousļy look back to Greece
arrd Rome but equalĮy to the Anglo-Saxons, the barons of the Middle Ages and the
heroes of GĮoriana's England- And it is to that quest that we must now tum our
attention.

FO]RGĮŅ{G A CĮJLTĮJRE

N(s

7Ą towe is the largest, grandest and most important landscape garden in England.

\ Situated on a south-facing hiĮlside in miļd, undulating country to the nonh of
Ų the town of Buckįngham, it stretches oveĪ some four hundred acres. Its orarners

were the Grenville_TempĮes, one of the most powerful of Whig families, a network of
connection which was to remain a dominant poĮitical force for over a century during
which its owners ascended in rank from baronet to viscount, fiom vįscount to maĪ-

quis and, finally, from marquis to duke. Every phase ofĮandscape garden sryle is en-

capsulated at StoĪ^/e, from the earĮy formality of the turn of the century with its stately

walks and avenues, clipped evergreens and geometric ponds, to the sweeping infor-

mality of the genius Lancelot'Capabiliry' Brown (who became head gardener here in
1741), in which it seems that the native British countryside has been ordered by the

artįst's brush to accord to a perfection ofpastoraĮ paradise.

But Stowe is much more than a monument to garden sŲIe for it catches vividly
a particular moment in time when the notion of a common national culture began

to take on substance. That it did so here came out of the poĮitics of the 1 730s as they

affected oĪįe man, Richard TempĮe, Viscount Cobham" Cobham had been one of
Marlborough's offrcers, married to a rich heiress, who had honours heaped upon him
by dre new Hanoverian d1nasty. But in 1733 he feļļ out with Sir Robert Walpoļe over

the Excise Bilļ and went into opposition, leading a coaĮition loosely knovzn as the

Patriots. That event v/as to precipitate the creation of a new scenic landscape at Stowe,

the Elysian Fįelds, based, it seems, on an articļe written by loseph Addison:

'The great road lay įn a dįrect ļine, and was termįnated by the temple of
Virtue . . . The persons who traveļled Įip this gĪeat path were such whose

. thoughts were bent upon doing eminent sewices to mankind, or protnotįng

the good of their couĪļtry . . . The edifices at the extremiry of the waļk were so

construed, that we could not see the temple of HonouĻ by reason of the

tempĮe of Virtuą which stood before it . . .

Having seen aĮĮ that happened to this band ofadventurers, I repaireci to

anoįheĪ pile of building, that stood within view of the temple of Honour . . .

Chapter TwenŲ-Seuen
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l found that the stones Were laid together without mortaĻ and that the whoļe

fabric stood upon so weak a foundation, that įt shook with every wind that

blew. This was caįled the terrrple of Vanity " . . [andļ was filĮed with h;,pocrites,

pedants, free-thinkers, and prating politicians . . I

Thįs is in fao exactly what we stilĮ see today. The Temple of Virtue contaįned

statues of Greek heroes, roĮe-models for the Whig politicians, while that of Vanity,

wlrich lay įn ruins, had withįn it a headless statue which some saįd was Walpole. The

TempĮe of HonouĻ or the Temple of Britįsh Wonhįes, contaįned a series of portrait

busts of those'members of the British natįon thoughį worthy oFbeing set in such

exalted companyJ These were in įwo groups, ĪePresenting the cįassicaĮ divįsion of
įruman įife into the active as against the contemplative. Those embodying the aita

acriua included figures such as Aļfred the Great, Eįizabeth Į and Sir Francis Drake.

Tlrose who tepresented rhe Uįta contempĮatiuawere Inigo lones, SĮrakespeare, Miļton,

Francįs Bacon, John Locke, SirThomas cresham (a gesture towards mercantiļism),

and, frorn among the living, Alexander Pope- Cobham was to go on and erect other

buiĮdings which filļed out thįs initiaĮ message of his poĮiticaĮ principles. These inc-

luded one of the earliest įn the revived cothic style, the Temple of Liberry, which was

decorated with Saxon heraldry and scenes celebrating the freedoms and ancient

British Įiberties which WaĮpole, by inference, had vioįated.

This was a tableau designed to inspire those who saw įt and many did, for Stowe's

gardens enjoyed a European fame and were the most visited of all the gr:eat landscape

ensembles. Įn them the visitor was confronted with what was irr effect a rePresen_

tation in three dimensions of a theme which was to dominate the century Īhe creat-

įon of a British nationaį cuįtural tradition, equal to if not surpassing that of Greece

and Rome. What is striking about the Temple of British Worthies is that įt was an

expression not ofthe court, nor ofthe government ofthe day, but ofthe opposition.

Secondly, that, apart frorrr Pope, įts heroes vzere all located firmĮy in the past and,

although it was three decades on from the Act of Union there was rro Scot. This pan-

theon was firmly English in spite of its British label.
That such a cultural configuration could be staged at alļ stemmed directly fiom

the Scientific Revoįutįon of the previous century which had demonstrated the super-

iority of the Moderns as against the Ancįents in proving that what lrad been accepted

\
-1J

a

as immutable truths for centuries were, įn fact, not so.

This ceiebration of the achievement of Įater ages ex-

pĮains the presence of Bacon, Newton and Locke but
not at first glance that of the poers' Įt was, howeveĻ

įnevitabįe that once this emuļation of the distant by
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the more recent past had been estabļished in the scientific sphere įt shouĮd equally
affect the culturaļ. So Shakespeare, Miļton and Inigo Jones are made to take their
pĮace in this new starry firmament, one invoked on behaĮf of a politicaĮ opposition
claiming that it was the true guardian of ancįent vinue.

But it was not only the political opponents of walpole who were ro srimulate this
drive towards a nationaļ cuitural identity: it was also a deep desire to estabĮish the
country's cultural credentials against France. This was a period during which Britain
was at war on and offwith France, culminating in the decades of the Napoleonic wars
at the close of the century. It was indeed the defeat of France in the Seven years war,
which came to an end in i763, that prefaced what can only be described as an un-
precedented efflorescence reflecting what was a new-found confidence in the coun-
try's cuĮtural potential. The war had also seen for the first time Scottish and ErrgĮish
troops fighting side by side įn what was a common British cause. The dįvisiorr of
Scotland and England did not so easily vanish. The old Stuart concepr of the rnulti-
kingdoms lingered on, fueļled by the Jacobite cause whįch was not finally įaid to rest
until after 77 45 . Īn the second haļf of the century Scotland was both poĮitically and
socially drawn more and more įnto the network of England, a development whįch in
the long run was aļso to have a cuļturaļ dimension. That was to be found, as įt had
been in the case of England, by looking backnrards towards an antiquity which couĮd
be shared north and south ofthe border.

What emerges as the century progresses įs the firrn beļief that the strength of
British culture lay not in a monoļithic uniformiry but in its very diversity. A people of
mixed descent governed by a mixed constitution wās seen to caļl for a cuļture which
drew on elements from each part of its historic generic make up. Ancient Brįtish, Ceļ_
tic, Roman, Arrglo-Saxon, Norman, Huguenot, Iewish and Flemįsh antecedents could
bring a cornucopia ofcultural gifts embracing such attributes as the elegance ofLatin-
ity, the sense of Įiberty which fuelled the Germanic races, French grace and the sub_
limity of the Ceįtic bards. All of these strands were held together not only by the
geographical confines of t}re island but by a common Christian tradįtįon, predom-
inantly Protestant and firmly based on the Old Tesrament. A vision which had long
equated England with Israel Was now extended to embrace the whoļe of Britain. All
of this coįncided too wįth a recognition of the racial origins of the coįļntry. In the past
it had been accepted that Britain was founded by Brutus, the grandson ofAeneas, the
founder of Rome. By 1.700 rhat myrh had given way to the reality that its roots lay in
a variety of peoples who had crossed the Channeļ and settled ļrere, or as Daniel
Defoe, in lris Īze Born EngĮishman (|707), neatly put it:

,]r-
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. . . a Race uncertain and unev'n,

Deriv'd from aļļ the Nations under Heav'n"

As a result at the same time that įt seemed that aļI roads led to Romą others were

firmĮy thrusting back in time into the isįand's past, questioning whether a classically

based culture was indeed the ideal one for a modern nation. This concem was height-

ened as Brįtain moved to imperial greatness. The British Empire was billed as a very

different phenomenon from its Roman predecessor, basing itself firmĮy on trade and

not on brutality. Tlre new Pa-t Britannįcawas cast not as an aggressor but as a ļiberator

and guardian of peace, bringing to its subiect peoples friendship and commerce,

practical science and the benefits of Christianity. The false values of the Roman Em-

pire were contrasted with the benevoĮent meĪcantile virtues of the British. The poet

Wiįļiam Cowper in his poem'Charity' catches the ethos:

. - . the band of commerce was design'd

T'associate aĮĮ branches of mankind;

And, if a boundless pienty be the robe,

Trade įs the golden girdle ofthe globe.

Those who wished further confirmation that the British Empire was an act of divine

providence, a beįief which was fervently held, need only tum to Edward Gibbon's

DecĮine anā FaĮĮ of the Roman Empire {ļ776-81)" Īn this, the gĪeatest historical work of
the age born of a Grand Tour visit, couļd be discerned the fate of an empire which

had based itself on the faļse values of brutaiity and degradation as well as untoļd vįce

and violence.
Paralleļ, therefore, to the all-pervasive cult ofpoliteness as a bridge crossing the

previous century's religious and poĮitical dividą came this expļoration of lhe nation's

culturaļ past seeking further common cultural ground. It was to be found in one sup-

reme figurą Wilļiam Shakespeare, whose ultimate apotheosis was to be one of the

most astonishing phenomena of the Georgian age. Shakespeare's piays had, of
course, never ceased being performed from the moment that the theatres reopened

after the Restoration, and indeed after the Licensing Act of 1737 were even more įn
evidence, establishing what was a nascent canon of nationaĮ dramatic classics. That

Shakespeare was able to take on thįs roļe as the supreme artistic hero of a nation was

due to his abiĮity to be a cultural chameļeon. His plays were cheerfirlly altered and re-

written as both dramatic taste and the politicaļ scene changed. As a consequence they

couįd be made to coincide with the views of whoever happened to be įn power oĻ

for that matteĻ oįļt of power. Įn addition what was added or omitted enabled the
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playls to conform to every shift in taste and fashion. To Aļexander Pope,s generation
Shakespeare's low comedy characters were an offence against crassicar decorum, soPope in his editįon of the plays blamed their appearance on,the ignorance of the Pįa-yers' and relegated whole passages to the foornores. But during the I 74os and I 75Osthe comedįes enjoyed huge popularity as a result of having been cut and rewritten tobe monuments to patriotism, celebrating both trade and national glory. Įn this waySlrakespeare became an icon of middle class mercantiļism, a poet ..iho gare ,roice tothe heroic age of Elizabeth Į. The virtues ShakespeaĪe was seen to ąxtoĮ were thosenow billed as rhe essence of any true_born Englishman, ones diametrically opposedto those curtivated by decadent French aristocrats subfect to an absorute monarch.In 1734' the year before Wįlliam Kent's Temple of British Worthies at Stowe, acampaign was launched to commemorate shakespeare in westminster Abbey. Thattoo Was an anti_Walpole proļect by those anxious to establish a shrine ,o o.," ,ro*presented as the quintessentiar embodiment of the narion,s varues. Nothing initiaily

came of this untiļ, in 1737, a supporter of the government subscribed to the erectionof a bust of lohn Miįton in Poets' Comer. Then the campaign for a monum.ent įoShakespearewasrevivedbytheoppositionPatrįotswirhEĮ,Ē}lfu.
Lord Burlington as a leading proponent and Kent as the
designer. Īn 774! Peter Scheemakers,s elegant rococo
statue of the pĮay,wright was unveiled, which almost ins-
tantly suppĮanted in the popular imagination every
previous image of the poet. Here was Shakespearą the
man of letters, the British \,r/orthy, who had immor-
talised a nation's golden age when true liberry had reig_
ned. A national įcon had been successfutly Įaunched.

This was Shakespeare sancdfied within a church
when, in reality, it was to rhe theatre that he belonged.
He was not to wait Įong for his recapture. In 1741, the
same year that the Scheemakers statue was revealed, a
young actoĻ David Garrįck, made his debut on the Lon-
don sĮage. For almost for , years Garrick was to domin-
ate the theatre as the greatest actor ofthe age (a subfect
to which we wi.ļl retum), a position he occupied as a
man with a rnįssion, to elevate lris profession and along
with it that of the drama within society. To do this he
cast himselfas the guardian ofa sacred inherįtance, that
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of Shakespeare, claiming to have restored his true words to the stage- tn fact he did
what his predecessors had done, re-edited them to accord with current taste- In l-755

Garrick signalled his arrival as an estabļishment figure by purchasing a viĮla on the

Thames at Hampton and erecting in its grounds a temple to the gĮory of Shakespeare

or rather to Garrick as Shakespeare, for he posed for the statue himseĮfto the sculptor
Roubiļiac. Carrick's Shakespeare is a very different one from the sįnuous figure in
Poets' Corner. Here the play'wright takes on the roĮe of the presiding deity of bour-
geois moraĮiry one whose plays, tidied up, were beginning to take their place on the

shelves of virtualiy anyone who claimed to belong to the educated clāsses.

Then cāme the ca onisation. Garrįck's Shakespeare lubilee, staged įn Stratford_

upon-Avon tn 17 69 ' įs remarkable amongst other things for the fact that not one įine
of the poet's works was uttered. Amįdst a barrage of pub-

licity the actor presented a statue of Shakespearą aĮong 'flt 
3rcat uctor DttL,itĮ GdĪlįclļ joins

with a portrait of hįmself with a bust of hįm, to t]re town. the nun.Irc iĮcaliscLĮ' SluĮespeare'

There were baĮĮs, a masquerade, a horse race, not to men- ',:",'::,!,^,'"u,:;|:;:::L:,:,i,|,|',,?"ii,"lļ',,

tiorr the Grand Procession of Shakespeare's Characters \lonte heawnLt utĮs' Scvcl1Įėc]1 dcĮot.\,

which had 1o be cancelļed due to torrentiaļ rain. No 'ii,i,,,i 
,|ui,i,Į,,,'ļ,"';',1'';,';;:':,,:::;,,!,:,:,:,",,

matteĻ for the disastrous Jubilee was restaged at Drury dtree ycLtts uJtet lils Lledlh in 1779-
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Lane anci became one of the greatest theatrical hits of the century At Stratford,
howeveĻ the cļimactic moment was Garrick's unveiling of the bard's statue. He had
ananged for an actor in the role of a Crand Tour aristocrat to spring up fiom the
audience and protest at the apotheosis of this low-bom provincial. Garrick then
stepped on stage banishing such ignorance and delivered an ode to full orchestral
and choraļ accompanįment with music specially composed by Thomas Arne. In
Garrick's uĮtimate lįnes we witness the birth of bardolatry:

'Tis he! 'tis he! - that demi-godl
Who Avon's flow'ry margin trod,
While sportive FancT round him flew
Where Nctaiz led Įrim by tĮre hand,
Įnstįļcted įrim in all she knew
And gave him absoįute command!
'Tįs heļ 'Tis he!

The god of our idolatry!'

This is Shakespeare cast as the universal man inspired by Nature to voice the truths
of humanity enshrined as a nationaļ cultural deity.

Shakespeare, howeveĻ was not to be alone for long. In 1757 įhe poet Thomas
Gray, in b.is The hog'ess oJ Poesy, had chaned the progress of poetry from Creece to
Rome and thence to Britain, enshrined not only in the works of immortaļ Shakes-
peare but in those of Milton and Dryden. Until the 1770s the transmission of that
literary heritage was in the'hands of the booksellers who controļļed the copyrights.
The Tonson family owned, amongst otheĪs, those of Spenser, MiĮton, Waller, Dryden
and Congreve. AdmittedĮy įn 1709 Tonson's great series ofcritical editions began to
appeaĻ but the widespread reading of that heritage couĮd not take offuntiļ the book-
selļers'controĮ was chalļenged in the courts. That happened in the 1760s resulting in
a flood ofcheap editions in response to what was a spreading literacy. The effect of
this on boolaellers was to make them turn publisher and for a new type of bookseļļer
to emerge, one epitomised by Hatchards in Piccadilly, which opened in 7797.

The putting together of the literary heritage was a piecemeaĮ affair. In the Temple
of British Worthies there was Shakespearą Milton and Pope. By the middle of the

century Chaucer had ioined them as a patemal ancestoĻ a rough but natural British
voice. Edmund Spenser was re-cast as a master of a quasiGothic, allegorical epic
which was now vįewed as a pure expression of the native mora1 and religious
imagination" The political aspeos of Milton were quietly forgotten about as he was

remoulded into the blind seer who wrote a sublime modern epic. Alexander Pope
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arrd James Thomson were designated as the PĮesent-Ciay įnherįtors of this mighty

mantįe. So by the third quarter ofthe century side-by-side with the classical pantheon

filLed with the ļikes of HomeĻ Virgil and ovid there emerged a parallel one in which

figuLed Shakespeare, SpenseĻ ļvliltorr and Dryden' In order to achįeve that calļed for

abar.rdoning lorrg Įreld classicaĮ criteria of judgement and r-epĮacingthem instead with

criteria judging the works on their own rnerįts. So, for exampĮe, Spenser's imaginative

vigour was seen as being more inrportant than his faiįure to observe classicaį form.

In the case ofShakespeare, being Nature's darling and the model ofgenius, the clas-

sįcaļ catrons were sirnply abrogated. This movement was summed up irr the magis-

terial editions of Sarnuel loĮrnson, PreJttces BiogtltphicnĮ antį Critical to the Works of the

EnglĮsh Poex (I779-8I), the introductions to wlrich were prirrted separately as Liues of

tlu Poets. Tļ-ris was a rnilestone in literary history placing įhe poets into the poĮitical

arrd sociaĮ context of their age arrd attemptirrg to relate their private Įives to their

work.
Wlrat had begun as an antiquarian quest įnto earĮy Įiterature was to have major

inrpĮications for contemporary writirrg, įn effect Įoosening and finalĮy demoĮishing

the Augustan canon. By the mįddle of the century tĮre fascination with earlier native

literature had taken a strong hoįd. In 1754 Tįromas War_ton published hįs obsa'
uations an the Fttaie Queene of Spensal'and a decade ĮaterThornas Percy produced his

Relit1ues of Ancient English Poett1, (1765). So far tl-re Įiterary heritage was firmly English

but to be Britįsh it needed to puĮl in the Celtic fringes" That necessity was recognised

byThomas Gray in his ode'The Bard'(1757) whidl teļls the story of Edward I's

attempts to kilļ all the Welsh bards after the conquest of Wales and how that free-

born narive poetic tradition was to survive and be reborn in Tudor England. That was

written a decade on from 1745, menories of whįcļr had to fade before the Ceļtic
fiinge could finally be brought into the cuļtural foĮd. And that was to be achieved by

tĮre publication of the works of Ossian (1760-65) under the aegis of James Vlac-

pherson.

Macpherson claimed to have transĮated the works of an early Celtic bard, ossįan.

Tlre resuļt is a mixture of orally transmitted caelic originaIs lreld together by bridging

passages by Macpl-rerson. In įt some genuine pieces of Ī-{ighĮand poetry were refash_

iorred to meet the growing įnterest in early primitive poetry. The resr-rlt was quite

urrlike anythirrg eĮse at the time and ossian naturally took on the dimension of a

Įiterary sensation. A passage From the operring book o{Temora is sufficient to caPture

how different it was:

' . . . There Moriath stood with darkened face. Hidalla's long hair sighs in the

v,iind. Red-lraired Corrtar bends on his spear, and roįls his side_looking eyes.
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Wiļd is the look of įvļaļthos from beneath trlro shaggy brows. FoĮdath stands,
like an oozy rock, that covers hįs dark sides with foam. His spear is ļįke Sįmora's
fiĻ that meets the wind of heaven. His shįeld is marked with the strokes of
battĮe. Hįs red eye despises danger. These and a thousand other chiefs
surrounded the king of Erin, when the scout of ocean came . . l

The pubĮic was suddenly presented with an epic set in a dįstant arrd heroic past of
a totaĮly dįfferent kįnd from that offered by either Homer or Virgil. Įts lreroes were
nobĮą not brutaĮ, champions of truth and justice. Its womenfoĮk wele Sentimental
and vįrtuous. The irnpact of ossian was to be European įn extent, being translated
įnto Cerman, French and ltalian. Throtrgh įt a door was opened įnto an unknown
rnythic celtic past and its effect was hypnotic. ossian painted a picture of a scotland
which was proud and independent but, as ir was set in the misty pasr, there was no
problem in accommodating it within the new British cuįtural pantheon. It also
appeared at a moment when, as cuĮture became more and more metropoĮitan, a
nostalgia set įn for a past which had elther gone or was going. That glance over the
shoulder across the centuries enshrined in Ossian was to prove a liberating force on
poetry itself driving it towards the romantic age.

If the creatįon of a national literary culturewas summed up in the Shakespeare
IubįĮee of 1769, the establishment of a musicaļ one was to be epitomised įn the
Handeļ Comrnemoration in WestminsterAbbey in 1784. As in Lhe case of literature
that heritage also came out ofan exploration ofthe past. But the story in respect of
music was to be a rather different one from that of either pĮays or poetry which
remained in print to be read or performed. In sharp contrast there was no tradition
or ostensibįe reason for continuing to play old music. Up until the eighteenth cen_
tury music was occasįonaį, written for a specific event and then discarded. The idea
of a canon of classįcs did not exįst and England was the frrst country in Western Eur-
ope where such a notįon was to emeĪge. By the cļose of the eighteenth century there
was no other country where such a diversiŅ of oįd music could be heard or where it
had assumed such a rnajor role as pan of the ritual of natįonaį culture.

As in the case of literature įt was to be the quite uniqr-re political circumstances
which were to bring thįs abor_rt. The roĮe of the Chapel Royal and of the musįcaį net-
work whįch stretched out from it across country to tlre cathedrals was to be crucįaļ.
The ChapeĮ musįcians cherished their rnusįcal heritage from Byrd and Tallis down to
PurceĮl because it was one the Purįtans had aĮmost succeeded in destroying. Cļrurch
musįc had been wiped out for two decades during the previous century- So, after the
Restoration įn 1660, the Chapel Royal acted as guardian ofa precious musįcaĮ tradįt-

ī'
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įon whįclr now symbolised aļso the Stuan monarchy and Įoyalty to the Cl-rurch of

England- By 1700 thatbody of musicwas known as'ancient music'and, with the

advent ofthe House of Hanover in 1 714, it was to assume an even greater ideological

porency. Just as in the Elizabethan age, when much of the music by the Chapel

Royal's composers \^/as a cryptic lament for the loss of pre_Reformation CatlroĮicism,

so the music composed for the Tudors and Stuarts was cultivated by a broad spectrum

of tlre oppositiorr, Tories, Higlr Anglicans and Iacobite sympathįsers. This movement,

which originated in oxford, was to find institutionaļ form įn the antiquarian Acad-

emy of Arrcient lvlusic (1710).

otlrer developments weĪe to assist thįs drift towards the performance of 'ancient

music'. One was the abdication by the court as the focal point of musicaĮ innovation'

As ir provided few splendid occasions for the composition of rnusic the inevitable

result was to play what already ąristed. And, also as a consequence of the court's

abdication, the gĪeatest annual musical event ceased to be a royzl but a Ciry one, the

sewice įreĮd in St. Paul's CatĮredral to raise funds for the charity, the Sons of the Cįer-

gy. This lrad begun in the aftermath of the Restoration to provide for chįldren of
clergy who had suffered during the Interregnum but it gradually escalated into a

rnagniflcent musical occasion to which aļl the musicians of the Chapel Royal con-

tributed, and where a full orchestra provided accompaniment. Each year įts focaĮ

point was the performance of Purcelļ's Te Deum and IubiĮate.

Such an event, as it crossed into the Georgian age took on poĮitical ovenones for

įt was seen as a celebration of the Church of England and its clergy within a frame_

work of music composed in the Stuari era. The Three Choirs Festįvaļ, alternating bet-

ween Gloucester, Hereford and WorcesteĻ was a provincial imitation of this event, a

fund-raising and again basically Tory celebration where the musįc of Purcelį dom_

inated.
That indeed was the problem, because for any truly national canon to emeĪge

caļled for a composer who was not so doctrinalĮy and poĮitically committed, one

wįrose work, Įike Shakespeare's, could be read in more ways than one, according to

charrging times and cįrcumstances. This role was to be more than ampĮy fulfilled in

the figure of Harrdel. His polĮtical affiliations were never very definite and the fact

that his oratorios were given concert performances in theatres and not in churches

meant that he bridged the divide between the Church of England and dissent. The

libretti, however much they may have had a special context oll their first perfor-

mance, were like Shakespeare's pĮays, adaptable to every situation. Their subject mat-

ter in the main dealt with the triumphs and deliverances of the Hebrew nation which

by Įong tradition was equated wįth the English and by extension the Brįtish-
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By the 1750s, as the Jacobite cause faded, the Tlrree Choįrs Festivaļ and others
which proĮiferated across the country began increasingly to stage oratorios by Han-
del. At the same tįlĪe įhese even$ began to spill over to severaĮ days and the local
arįstocracy arrd gentry not orrly attended but took on partįcular roĮes. In this way
'ancient music', primariĮy that of Purceļl and increasingĮy that of Har-rdeĮ, became the
nreans whereby the English fashįoned a tnusical ritual which stood orrtside the Įit-
urgy and conflictirrg church traditiorrs. The performarrce of old rnusįc gradually be_
caįne part of an rrpper cįass rituaį expressive of a new-found cultural uniry

'lĮre assocįation of aristocracy wįth what were vįewed as the virtues of arrtiquity
was a Įong one. It formed pan of the alguļĪent for maintaining tlre lrįerarchical status
quo. I{owever, in tlre third qlįarter of tlre cerrtury that came under threat not onĮy
from įdeas of equaliw seeping into England from the thirrkers of the French Enlight-
enment but, tnore partįcularĮ, from demarrds from below for parliamentary reform
and an enensįon of tįre frarrchise. At the same tįme the defeat of Britain in the Amer-
įcan War of Īndependence severely dented estabįishment confidence, errgendering a
drawįng together of the aristocratic classes. Cuļtural solidarity was to be one marrifes-
tation of the reassertįon of aristocratic status and music was where it found įts earļiest
concrete expression. Įn ļ776, the year of the Decļaration of Independence, Johrr
lvlontagu, 4th Earl oFSandwįch, was the moving force behįnd the fourrdatiorr of the
Concert of Ancient Musįc. This man, unpĮeasant in so many aspects, was yet not oniy
the most distirrguished amateur musicįan of his day but also a powerfuĮ innovator.
At these concerts 'ancient musįc' was finaĮly defined as that which was more than
twenty years oĮd and that aĮone was to be pĮayed before an audience which was a
dispĮay of caste. In 1785 the entire colĮrt attended, and admittarrce to concerts was
reserved vinually exclusively to those of aristocratic descent. As a result of this rime
embargo a canon of classics was for the first time establįshed in Europe. old musįc
and the ancien rėgime were įnterĮocked together in an annuaį rrrusįcaļ rituaĮ whįch
was aĮso viewed as l-raving a roįe in the moral regeneration of the upper orders, for
many who came were colĪmitted evangelįcaļs. Tlre Concert of Ancįent Music irr effect
created Britaįn's musįcaĮ estabļishrnent, one which was to lroĮd on to its dominance
untįl the t840s.

The į{andeį Commemoratiorr of 1784, organised by the Concer-t of Ancient Mus-
įc, was the composer's canonisatįon. The event fol_

lowed the end of the disastrous Amerįcan war which
įost the coįonies, and the aftermath of a general eĮec_

tion whįch was a royaĮist triumph arrd irr whįch the
younger Pitt came to power. The Royal Family and
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the entire estabĮishment, regardļess almost of poĮitical stance, came together in West_
minster Abbey to listen to Handel's sacred music. Music for his operas was staged at
the Pantheo., but it was the Abbey gathering which was the significant one, a narion-
aĮ musical ritual in which aļl couļd ioin. George III was hįmseļf deepĮy invoĮved in
the whoįe affair which cast the monarchy into a role of being protectol of the civic
virtues. Tļre commemoration was a huge success and went on being repeated for a
few years urrtiļ įt was finally abandoned' By then, howeveĻ the notion of the perform-
ance of a canon of old music, cįassics, as an expression of civic order had been firmly
put in pįace. It is still going strong today, as the building ofa concert haļl at the heart
of any urban configuration and the maintenance of an orchestra bears testimony.

Aįl of this went hand_in-hand wįth something else which was to be a Įeitmotif of
Britishness, the Įandscape. Įndeed the įink between nationaļ identity and the British
Įandscape first became fixed įn the eighteenth century a vįsion brought about by
ļiterature arrd an rather than direct perception. As įn the case ofliterature there was a
ļnove away from looking towards cļassical antiquity turning instead towards an
appreciation of native beauties. The landscape gardens of Wįļliam Kent early in the
century had transformed nature into a series of pictures inspired by Ancient Rome.
That stįĮi pertained įn the 174Os when, for instancą Willįam Hoare laid out his
grounds at Stourhead in Wiļtshire. He cast its centraļ ļake as Avemus, the lake across
which Aeneas in rhe Aeneįd had passed to Hades, and the scenes Hoare constnrcted
around its perimeter were designed to recaĮl events įn Virgil's epic poem. But that
approach was to change dramatically after the middle of the century If a landscape
garden was to be a series ofipictures it presupposed a role for Nature as a painter. The
resuĮt of that equation was for people to look increasingly at the untouched coun-
tryside in pictorial rerms, as examples of Nature's pencil at work. The other change
was thar just as the first landscape gardens had appealed through the intellect to the
imagination now that appeal was to be transferred to the passions.

Edmund Burke's A PhiĮosophicttĮ Int1uiry inn the otigin of our ldeas on the SubĮįme
and tlle BeautiJuĮ (1756) was to be hugely influentiaļ and innovativą contributing to
thįs new perception of things which stressed the primacy of psychology in artistic
response. A new valuation was given to emo ons such as awe and terror which gave
status for the first time to negative qualities like darkness and soįitude, silence and
immer-rsity of scaie. This was a radical shift from Augustan ideals of harmony and
proponion. In the case of landscape it opened the way to an appreciation, for exam-
ple, of mountains and alļ kinds of otherwild terrain hitherto regarded as horrendous
aberrations.

The change įn tlre aesthetic perception of Nature coincided with the Agricultural
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Revolr_rtion which įn effect created the English Įandscape of today' That entaiļed mas-

sive enclosure and the creatįon of our present fieĮd system with hedges and clumps
of trees. Comrnon land vanished and, as a result, an underclass cf agricultural ļabour-
ers emerged. But the encļosure movement meant that estates could be arranged on
an even more gigantic scale to accord with the emotiorraļ response now called for
from landscape. That immensiry of vision was to be met in the work of LanceLot
'Capability'Brown wĮro set up lris own practice įn i751. In the 1750s he was to

rernodel the l-ruge parkland areas of Burghley, Northamptonshire, Longleat, Wiltshire
and Wrest, Bedfordshįre. Irr the 1760s he moved on to places like BĮenheim, oxford_
sļrire, where some Īwo thousand acres Were rearranged to his diįtats. During his

thirty-five years of professional practice he improved up to a hundred estates ofthe
aristocracy and gentry leaving thereby an indelibļe mark on the landscape. And he

had, of course, rnany imitators.
No more was England rearranged as though it were the Roman campagna impor-

ted- Instead it was a proudly British terrain of a kind which couįd stir the passions of
a man of feeling, a Nature perfected with flowing hills capped by irregular groves of
trees and watered by serpentine rivers exuding a gentle timeless serenity. For the aris-

tocratic classes who couļd afford such magnificent private elysiums they were British
liberty in landscape form. Īt was an image of the nation as gentle and pastoral, peop-

led by contented rural workers happy with theįr lot. The reality was far diffeient but
gazing through their rose-tinted quizzing glasses the aristocracy saw what it wanted

to see, a vision which accorded perfectlywith the presentation of the country's imper-
ial might as essentialļy peace-giving and benevolent.

Such a reassessment of the rural landscape led to whar is known as the 'discovery

ofBritain] Faster lrorses, better coaches, proper signpostįng, noį to mention āfl V r:
expanding network ofturnpike roads, made traveļ easier than it ever had been. The
new emotional aesthetic responses outļįned by Burke could be found by touring
through Britain's countryside along the dramatįc scenery of the Wye Valley or in the

Lakes of Cumberland and WestmorĮand oĻ even further afieid, in the Scottish High-

lands. Guidebooks, which began to appear during the ļ.770s, told travellers not only
/rnr to Įook at, but hotu to look at it. Highlights were picked out, attracting the words

'romantic', 'subįime' or 'picturesque'. Those who voyaged often took with them what

was caļļed a Claude glass, a slightly convex mirror about four inches in d-iameter

which could capture any picturesque view įn the palm of the hand. This experience

was the reverse of that at the beginning of the century. Then Nature had been recast

to look like a painting. Now Nature was investigated to see where she had painted

her own picures unassisted.
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Such a view in the Įorrg term was to teįį against the manipuĮations of 'CapabiĮiry'

Browrr, whose work couļd not survive the onsĮauglrt of the new picturesque aesthetic

as expounded by WiĮliam GiĮpin in his Obseruation; on the Wye und Sauth WaĮes

(1782), irr which lre demonstrated the pictĮļresqįļe nature of tįrat terrain reflected in

its naturaį wiįdness and ruirred abbe-vs and castles, scenes unpolĮuted by the hand of

the improver. By the 178Os arrd 1790s increasing urbanisation, togetļ1er with the

tidying up of the countryside due to the Agricultural Revolution, rendered that whįclr

had rroį been so, more and more aĮlurirrg. These early tourists carne įn searclr of a lost

prirnitive worĮd, a journey back in time. In doing so they simuĮtaneousĮy eroded what

they had come to experience.

By about 179O a British cuįture had been forged. This is caught in a roll-calĮ of
books wįrįch traced the lristory and celebrated įlre achievements of the native trad_

ition: I-Iorace Walpole's Anecdotes of Painting in EngĮuntl (1762), Thoraas Warton's

Histot1, o1 gng1i'h Poeny (I??4-78)' Samuel Īohnson's Works of the ĖngĮish Poex (\779-

81), Sir IoĮ-rrr FĮawkįns's A GeneraĮ View oJ the Science ttnd Practice of Music (1776) and

C1'rarles Burney's A ceneraļ Histoty gf Į\/1115;c fi'om the Earliest Ages to t]1e PĪe;ent Peliad

(1776-89 ). A cultural identity was firmly in place to meet the chaįĮenge of the French

Revolution and the decades ofwar with France. The British State and alĮ it represented

was to find itself under siege from wįthout as ļ:ļeveĪ before. Edmund Burke's Refec-

tions on tļrc French ReuoĮtttion (I79a) was a powerful attack on what had happened

acĪoss the Channel arguing against sudden innovation and for organic evoĮution. Īt

was ro be the foundation stone of British conservatism. The cultural unitv which had

been fabricated during the previous decades now acquired a new'drgency as one

aspect of a programme which wouļd puĮl people toget}rer to stave offthe ideoĮogy of
revoĮutionary France and tlre threat of radicaįism from below. The success of this

young national cuļture, which was in essence ėļite and aristocratic, would depend on

how long its various partners woulcĮ acquiesce įn the dominance of England. But its

ability to hold was to lie in the acknowledgement from its inception that its stlength

lay in unity in diversity.
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Morning \MtĮh, a ponraitof a handsome young coupĮe Mr and Mrs Wiļliam

Il Haļļetį strolling in the countryside was painted in the autumn of 17B5. It is one2\ work among the many which procraimed that the art of painting had come of
age, and is recognised as one of Thornas Gainsborough's masterpieceš. The paint isthin, in piaces almost transpalent, įn order įo capture the gauzes, rustling siiks and
noddirrg ostrich piunres of the couple as weļl as the landscape which enfolds them,
its feathery trees shimmering in the morning light. The bļissful maritaļ pair are pres-
ented as ideaļs, his a young and serious face, hers, įn contrast, modest, witlr eyes
stightly downcast, averted from the onļooker. The gravity of their affection is dispel-
Įed by the white dog which bounces up at them adoringly. Gainsborough,s controĮ of
hįs chosen paĮette range is totaļ, a symphony of blues and greens and whites with
only a few touches of creamy gold. As a consequence the couple virtually dįssoļve
into the landscape around, Nature as it were taking them in her embrace. Husband
and wifą elementaļ man and woman, ate as one in a paradisal vision. In one radiant
image the artist has transmuted into painĮ the ethic of an age, that of sensibility.

By the middle of the eighteenth century sensibility was used to descrįbe the ex-
pression of heightened, intense human feelings, ones which embodied a new kind of
refinement ofresponse by the educated classes. This attribute was to estabļįsh the cre_
dentials of a different type of human being, rhe man or woman of ,feelingi 

The ner-
vous heroįnes of Richardson's noveįs, above all CĮarįssa, po.tray e*actlį this new
feminine ideal. In Laurence Sterne's A Sentįmentaį Ioulney (1768) sensibility is a
badge of moral and aesthetic refinement. such a return to emotion courd only hap-
pen once the extremes of rerigious enthusiasm, which had been such a marked
feature of the previous century had become a distant memory. Thįs made it possible
for refined persons to be judged by their emotįonaĮ res_ At oke 'įĮlį Į]1c įĮ,orĮĮ] oJ N4ĮuĪe.
ponses to botlr art and naturą a readion which was to GlinsbotoLtgh's'fllntotllporo1įītof Įį

find support not only in Burke's exposition of the sub- ,iilii';;:;ļ;"1;'1;";r;Ļ,r:"r::,*,"*r

lime and the beautifuļ but also in an earlier work. David įĮ.ctl)' .Įrc nrcaĮļ oJ' uĪlpįetetįtious

Hume's An Enc1u-ily Conceming Hutnan ĮJnd'erstandinę tcĻt'xcĮ,vnsibilit)'l,ĮoptetĮĄ'Lhe

(ļ739), in which he demonstrated that the -ind ope.l ;':;::;:',',,:r';,':r::;:;:*:!:":::;;:::-

Chapter Twenty-Eight
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ated fĪom patteĪns of association and juxtaposition rather than from Reason. To_
gether Burke and Hume contributed to a conception of mankind which showed that
tnall was ruled r'rot by Reason but by feeĮings and by the passions.

This shift in idears was to have a profound effect on the curturar ethos of the
generation which preceded the French Revolution. The 'man of feering,was a person
in whom courage and good nature min8ļed, whose tender hean and benevolence
was overt. sensibility was above ail a spontaneous characteristic a,d, at first glance,
quite contrary to the etiquette of poĮiteness. The irorry įs that both were founā to be
compatibĮe. Sensibility reļeased eiglrteentlr century man to give rein to a whoĮe range
of emotions suclr as grief and pity, joy and Įove. Tļris perception of natural and moraļ
beauty was Įreļd to be divinely implanted by cod in the souĮ, expressly in order that
it might give man happiness and evoke his most noble passions.

These intemaĮ cuĪrenįs were reinforced by ones from abroad. Tlre great French
philosopher of the Enlightenrrrent, Iean-lacques Rousseau, was wideĮy read in Eng-
ļand. Rousseau argued that mankind lrad been corrupted by civilisatiorr. Įn his phiĮo-
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sophy the passions and affections couļd be improved by Men t1d ļ'o lė]1 'of Jėeling' tooll jo1'

an education which was founded on contact more with ',:':,,|Į';::,i','r::;,i!:',:':::;ļ::',:!;:::

things than words. Priority shoul<i be accorded to the The Ane|icnn plinte:'.lo,l si,lgiģlolį

expression of naturaļ feelings and emotions above any :?!"'":,:':':,!,"':::',,:!:'.''*,:':;i:'*'
offlciaļ code of moraĮity. In his noveļ ĖmiĮe (l'z62j, :::,|:,'"l;,:,',nu:::,Į:i:',,';'1];'l:1;:n"'"*'

which was transļated into English \n ļ763, Rousseau

beĮieved that children shouļd be rrunured naturaĮly, just as one might cuĮtivate a tree.

The effect was a revolution in child-rearing among the upper classes where children
ceased to be regarded as miniature adults. Instead childhood was recognised as a

distinct segment of life whįch demanded, for axample, different, loose-fitting clothes

and the freedom to roam. Nothing was to disturb Rousseau's influence in England
until 1789. He was seen as the epitome of the French Enlightenment, a man opposed
to decadent French absoĮutism.

These ideas gained acceptance simuĮtaneousĮy with the coming to maturity of two



dazzling generations of British painters, Reynolds, Gainsborough, Francis cotes,
George Stubbs, Ioseph Wright of Derby, John Opie, George Romney and Thomas
Lawrence. Although many of them were openly to curse the British obsession wįth
the genre, their livelihood Įay in portraiture however much their aspirations were to
scale the heights of history. That frustration was not, howeveĻ ro be a negative force,
for the consequence of ir was an age of quite outstandingry innovative pJrtrait pain-
ting, one which was unparaĮleled an},where else in Europe. GradualĮy the inherited
French-inspired conventions were dispraced by compositions designed to reflect rhe
unique nature of Brįtish sociery.

The portraits by these artįsts trace the emergence of informaliry Men of social
rank were no Įonger posed in an assertive manner but depicted *earing country at_
tire, often with gun and dog; in what was seen as įhe antįthesis of French court dress
and therefore viewed as expressive of British liberty. Gainsborough, who began his
life įn Suffolk foļļowed by Bath and who finaĮĮy settled in London īn Į77i, gives
supreme expression to this changing ideal. His sitters almost conceal their sociaį
rank. Even the order of the Garter star, which it was obligatory to wear at aļĮ times,
could virtually be hidden beneath a coat Įapel. His male sitters,faces are depicted
open, often smiling, a visuaļ testament to a recognition that nobility was no longer
only a matter of birth but a principle of virtue_ In the case of women rank is also
discarded, choosing rather to be presented as monuments to the femaļe virtues which
extolled not only purity but domesticiqy. Time and again Rousseau's new concept of
motherhood and childhood įs ceļebrated as įnfants fondle, pĮay and tumble across
aristocratic canvases. These are 'women of feeling' and feelings, according to Burką
become more acutely excited as the scenery becomes wilder and more remote. so
often the grandest ofladies is discovered attired in a simple dress seated, pensive, her
dog at her sidą amidst nature untamed.

Ioseph Wright of Derby, who passed his life įn the regions, is another anist who
responded fuĮly to the cuļt of sensibiļity. His famous portrait of Sįr Brooke Boothby
(1781) shows an elegantly dressed young man who does not hesįtate to embrace
NatuĪe to the fuĮĮ, casting himself on the ground and clutching a volume of Rousseau
in one hand. In his portraits Wright captures this new philosophical and sentimentaį
enjoyment of the countryside, as welĮ as recordirrg what is clearly pride irr ownership
by the sitter. But Wright aļso r:ecorded something eļse whįch Was įĪore disturbing
about the cuļt of sensibįliry that it was not uniĄzing but in a sense divisive. in his
group portraits, ļike that depicting the progress of an experiment with an air-pump,
the reactions of those gathered around are not the same but different, each face
registering separate aspects of private emotion and sensation. Like cainsborough,
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Wright was able to respond to the discovery of the Brit-

ish landscape, moving away from paintingviews of ItaĮy

to ones of Matlock and Dovedale.

Stubbs is another painter whose subiect matter

couĮd onĮy have come about through the uniqueness of
EngĮish society with its passion for the open air, for field

sports and racing. The Įove of animals, along with the

reaįm of Nature, Ī^ras one aspect of sensibility as t}te ever

attendant horse and dog testiĻ, but įn Stubbs's case
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these creature assume an importance of their own,
demanding separate canvases. The pictures in which
these adored animals are ceļebrated by their owners
form a sharp contrast to the painter's unerring delin-
eation of the lower classes who wait upon them. His
observation confirms the suspicion that sensibiĮity
was as much as anything the attribute of an ėļite.

The cult ofsensibility undoubtedly lįberated painters. Its effect on writers was to
be ļess dramatic. Aļl the time there is a sense that they were being constrained by the
sheer weight of the classicaļ inheritance. The resuļt įs a kind of frustration because the
existing forms of poetic expression were inadequate for what the poets increasingly
wanted to say. Thomas Gray's famous EĮegy Witten īn a Countty Churchyard (1751),
inspired by the one at Sroke Poges, draws together the attitudes of an era. This is a
poem Penneated with a sense of isolation and a withdrawaļ into the inner self, the

sENsĮBlLĮTY

poet įndeed as that 'man of feeĮing' meditating on obscurity and death, time and

lristory, farrre and passion. At įts close he imagines his own epitaph:

Fair Science frowned not on his humbļe birth,

And MeĮarrcholy rrrarked him for her own.

Large was Įris bounty, and his souļ sincere,

Heaven did a recompense as largely send:

He gave to lvlisery all he had, a tear,

Ile gained from Heaven ('twas all he wished) a friend-

other poets like Williarn Slrenstone, William Collins, Wiļļiam Cowper and Chrįsto-

plrer Snart arįicuļate the new sincerity but not without stress. Collins had a mentaĮ

breakdown and both Cowper and Smart had periods of insanity. Together they repre-

sent a ļĪovement away from the pubĮic themes which ccor,o sįlį,į,Jļ pįcįi,'e J cįpfuįiļ1

dorrrinated the Augustan age towards a poetry which SlntueĮ Slurpc Poģ/įįi'(įo'į r'irį /iis

was moĮe dornestic and personaĮ. Although banality ',:':',:ļi":;::'"::;:,;,:;,'':,::,:"::::,',i!,

too often creeps in, such Įyrics can even now be delic- PeopĮc Į1J'ļ'ecļįns dt L\1c 'iĮh Įļ

ately rnoving, like Cowper'š 'Friendship' which reads ',:,:,:,:,:,:::;,:,|:,:':,:::":,:,:;',;';;;,,;Į,i,!;ii',

aĮnrost as a handbook to the new masculine ideals: cquall1'to the horse
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Who seeks a friend, should come disposed
To exhibit įn futļ blood disclosed
The graces and the beauties,
That from the character he seeks,
For'tis an union that bespeaks
Reciprocated duties.
Mutual attention is implied,
And equal faith orr either sidą
And constantly supported . . .

Christopher Smart' Įike Cowpeņ, Was a man of deep religious sensibility who beganļris ļįfe as a Cambridge classicist and then moved to London, where he was overtaken
by several bouts of madness.from which he finally recovered in ļ 763. The impao ofthat on hįs work led him to break the Augustan mould, first in Song to noria 1tzes1and secondly in the even more radical /zr bįĮ(ļte Alno whļch, although written įn 1760,was considered unpubrishable until the twentieth cenrury. This is ress poetry thanprose run berserk but įt includes passa*es of quite startļing originality, ilk",h" o.r"on his cat' Ieoffry' What the poem appeaĪs ,o b" i, a seriįs oi a.,tiįhonrl p.uyers
wįrose exact meaning is quite opaque but whose general drift is a hymn to the Aļ_mighty from a universe įn which the cat too finds lris place:

For he is of the Lord,s poor and so indeed is he
called by benevolence perpetually _ poor leoffryl
poor leoffry! the rat has bit thy throat.

For I bįess the name of the Lord Jesus that )eof&y is better.
For the divįne spirit comes about his body to sustain it in compleat cat.

These are poets besieged by meiancholy, anguish and affļiction. Their pĮight is caughtin the tragedy of Thomas Chatterton whom povercy drove to sulcidį a1 the age ofeighteen' His fame was to rest on what was eventually un*u.t"a įo i;;;;;' 
"series of fifteenth century poems written in the Chaucerian style supposedly by aBristol monk which were pubĮished in 7777 . Many were taken in by them, but for the

Romantic generation that foĮļowed Chatterton was cast as the youthful poetic genius
in the making whose įife was cut short by the indifference of the worļd around him.What he also represented, however, was poetic ļiberation of a different kind kįndļed
not by madness, like Sman, but through going back įn time and responding to the
rediscovery of medievaļ and Renaissance poetry-

one figure towers above every other and that is the awļanrard bulk of Dr. Samueį
lohnson. He was the supreme literary lion of the age and he too was a man of sensib-

ility, for feeling irr hįs case ultimately counted tnore than abstract reasoning. Even
more than AĮątander Pope, whom he defended, Iohnson was a man of ļetters in Įris
own right, abĮe to retain a gentlemanly status and respectabiĮiry= in spite of being paid
for his labours. As in the case of Carrick and Rey,nolds this arose from the acknow-
ledgement of his genius. Īn the Įong run his achievement was to help free the writer
from the burden ofpatronage. Iohnson's energy was such that he conrributed to every
form of literature: drama, poetry moral essays, travel, satire and the noveį. He arrived
in London from Lichfield with David Garrick but fame oniy came his way from the
essays he wrote in the Rambļer (1750-52). Īt was cemented by his monumental
Dīctionaty (1755) which he undertook virtuaĮly single-handed and which was the
earliest critical account of the English language as a means of thought and commun-
ication. Three years later came his edition ofShakespeare, one ofthe great pieces of
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crįticism which challenged contemporary views on plays like Antony and CĮeopaa-a,
which went unperformed because it defied the classicaļ unities. Johnson was unįvet-
saĮly looked upon as a quite extraordinary figure, farouche, lonely, ry.rnpathetic to the
affĮicted and attuned to the young. He was supremely a humanitarian whose hum-
anity radiates across the centurįes as it was fortunately caught by his frįend James
Boswell in his Įrlā o/ Samueļ Īohnson (1791), regarded at the time of its pubĮication as
scandalous, but now seen as uniquely capturing ļohnson's personality and brilliant
flow of conversation. That Was given a forum aĮĮ of its own in the Literary Club which
was formed īn |7 64 precisely for that purpose and in which came together the worlds
of art, literature and poĮitics including Reynolds, Garrick, Gibbori, Burney, Burke and
sheridan. Johnson's loumey m tlze western Islands of scotland (1775), which he made
with Bosweļl, is a great work, fascinating for delineating a meeting between a repre-
sentative of a highly sophisticated metropolitan cuļture and members oFone regar-
ded as a primitive suwįval.

oliver Goįdsmith, like Johnson, was a polymathic writer of prosą plays, history
poetry biography and novels, of which the most notabļe was The Vicar of WakefieĮd
(1768). I{e again was an exercise įn tender sensibįĮities Įamenting, \nThe Desetud'
VilĮage (1770), the social and economic woes inflicted on the countryside by the enc_
įosure movement. The creators of the gleat landscape ensembļes were viewed not as
improvers but destroyers of a time-honoured way of life, the death knell of a society.
The fate of 'SweetyAuburn! loveļiestvillage of the pĮain'is a dismaį one:

Thy sports are fled, and- alĮ thy charms withdrawn;
Amidst thy bow'rs the Ļrant's hand is seen,
And desolation saddens all thy green . . .

Whilą scour'd by famine, from the smiling land
The mournful peasant leads his humbĮe band;
And whiĮe lre sįnks, wįthout one aĪm to serve,
The country blooms - a garden and a grave.

coldsmith also wrote one of the great comedies of the century she staops to concluer
(r7n)' where the debt to Slrakespeare is amply evident and įn which he parodies in
tįre lovers the extremes of sensibility.

Sensibility too was to pervade the theatre during the Įong reign of David Garrick,
who lrad taken tĮre London stage by storm io 77 4]' in the roįe of Richard III. Six years
Įater he teamed up with James Lacy as joint proprietor-managers of Drury Lane. For
twenty-nine seasons Garrick was to dominate the theatre, retiring finaĮly in 7776 and
dying three years later. He stood unchallenged as rhe grearest actor of his age. En-
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dowed with strong expressive features and a bone stnļcture which responded to

artificial lighting, his eyes were Įarge and dark, his voice flexible and his movements

both graceful and powerfirĮ. These physicai attributes were brought into play in ach_

ieving a revolution in aoing style. That įn its own way Was a response to sensibility,

for his approach to any role was a psychological one, replacing the heary and slow

delivery of the oļder geneĪation of actors with one in which the words he uttered

matched as closely as possible to what ļooked like natural movement and emotionaį
reaction. Here was an actor who pointed his ļines and used his face, as any of his

nu1nelous portraits in cļraracter reveal.

Garrick was always a man with a mission. Through his alļiance with Shakespeare

he set out įo cĪeate a dramatic inheritance divorced from politics and reiigion. This

he achieved by means of a blaze of publiciry making hįmself a thespian archetype

who was to be emulated down to Laurence oļivier, an actor-maļĪager who was also a

public figure. Ganick posed as a gentĮeman of taste and saw that his repertory
compĮied with contemporary sensibilities with plays that extoĮļed the domestic vir-
tues and patriotism. As a result the theatre began to be viewed less as a threat to social
ordeĻ becoming instead pan of a new establishment cuįture which crossed the polit-
ical and reĮigious divide. Carrick beļieved that plays only truIy existed in perform-

ance, and both press and pubĮic were graduaĮly educated to appreciate individual
qualities ofacting, especially in the great Shakespearean roles.

Garrick's contribution did not end there for he initiated significant practical

reforms, banishing spectators from the stage and taking away the hooped chandeļiers
wl-rich had ļit the acting foĪestage. To compensate for rheir įoss he increased the num-
ber of footlights and introduced batteries of lights on poles in the wings. Although
the auditorium continįļed to be lit during the performance, the cumulative effeo was

a move towards the peepshow. By bnnging in the painter PhiĮip de Loutherbourg
stage scenery gave the audience aļļ the emotional experiences sensibility extolled.
Garrick may have failed in Įifting the status of his profession overall but he cenainly
ļifted himseļf. Edmund Burke was to decļare that Garrick had'raised the character of
his profession to the rank of a liberal art] But for the most part those on stage w-eĪe

regarded as the incarnation of what the audience had come to see, wit and beauty but
aįso lascivįousness.

Garrick's actįng styļe called for a degree of intimacy but as t}re market for the
theatre axpanded the two įicensed playhouses were rebuilt on a vastĮy extended scaļe.

By the 1790s Covent Garden heļd some three thousand people and Drury Lane three

thousand five hundred" The resuļt was the end ofthe theatre ofthe Enlightenment as

these vast spaces demanded an acting styļe fuĮl of grand gesture which couļd be seen
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from afar. Spectacle took over as the theatre of the word D iį Gttttic]l itl one of his ftluourite

went into abeyance for vinually a century. Richard fi?'iĻi:',:Jl,Ī::{|^|*;"*n"'
Brinsley Sheridan's updatings of Restoration comedy, ptotluced in ]7'47. TIM įc 'es īs

Tl'rc Riuaļs (ļ775), The School for Scandaļ (1777) (which !"ļ,i';iĮ'i'iļi,ļr"/ļ,i"!",:;i,:,I::nu'*'
included a parody of sensibility in the relationship of Pa.iįriįlbyF l11cįsHlyillįįn'

the two Surface brothers) and Tfte ai c (7779) ļowered
a curtain in the history of the drama which was nor ro rise again until Oscar Wilde-

London continued to maintain its place as the musicaļ capitaĮ ofWestern Europo
concefts taking over from opera in offering the mosį auant 3a1'de musicaļ experiences.
In 1765 Iohann Christian Bach, known as the London Bach, together with Carl Fried-
rich AbeĮ began the long series of subscription concerts at CarlisĮe House in Soho
Square, importing dazzling foreign virtuoso performers like the young Mozart. TheĪe
tl'rey introduced to the London public the latest music in the new lighter'galant' style.
A decade later they buiļt a new concert room in Hanover Square. [n the 177Os the
Pantheon opened in Oxford Street, a magnificent venue for balls, rnasquerades and
music-making. loseph Haydn's concerts there during the 1790s caused a sensation.
In music too the attrįbutes of sensibility also manifested themseĮves. The audiences
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which had previousiy moved around and chatted during concens now sat respon-

ding in rapt silence.

But by 179O London was no Įonger alone in having the monopoly of an ėļite cul-

ture. The second 1raĮf of the centurywitnessed a huge surge of urbanisation caused by

the stirrings of the first phases of the Industrial RevoĮution. Liverpool, ManchesteĻ

Newcastle, Birmingham, Nottingham, Bath and Brighton were boom towns, each

sustaining a cultural ļįfe dominated by the locaĮ gentry and professional classes. This

tlrey modelled closely on that in the metropoĮis to which they were linked by easy

lileans of communication. Gradually each acquired its own assembly rooms, theatre,

concefi hall, lending Įibrary and pĮeasure gardens. Bath had ļed the way earlier in the

century where Richard Nash had introduced a code ofbehavįour based on poĮiteness

in which the nobiĮity, gentry and middle classes could mingĮe freely. By the 1780s

even the wearing of swords ļrad vanished.

Suclr a significant shift in the pattem of urban life was reflected in archįtectural

change, in elegant stĪeets, squares and crescents in the new classįcal sįyĮe as weļl as

pĮaces of public assembĮy. Each town developed its own season of cultural activities

and engendered įts own clubs and associations which covered the wįde variety of

topics t1picaĮ of the Enlightenment. Įn Birmingham įt was the Lunar Society, in Man-

chester the Literary and Philosophical Society and in Edinburgh the Dilettanti. These

emphasised yet again that refinement no Įonger came fiom birth but through know-

ledge and wisdom. They also crystallised the faith of the age in coĮlective endeavouĻ

the belief that those who heĮd varying views could come together united by a creed

committed to moral, technical and cuļtural improvement. Culture, science and phil-

osophy hamessed by Reason and disseminated in print, it was believed, wouļd ļead

the nation to enļightenment.
Not all of this was by any means to be lost in the turbuļent decades ahead, but the

French RevoĮution spelt the end ofsensibility. Įt was seen as linked to politically dan-

gerous ideas ofsociaļ levelling and equality. Įn the 1790s įt was condemned as being

self-induĮgent, anti-sociaĮ, effemirrate, vicicus and, worst of alļ, foreign. But įt did not

vanish' ļane Austen couĮd stilļ censure it in the character of Marianne Dashwood in

Sense and Sensibilitl,, published in 1811.
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