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For my mother and father

I had seen much, and I had thought much upon what I had seen;
I had something of an habit of investigation, and a disposition to
reduce all that I observed and felt in my own mind, to method
and system; but never having seen what I myself knew, distinctly
placed before me on paper, I knew nothing correctly. To put those
ideas into something like order was, to my inexperience, no easy
task. The composition, the ponere totum even of a single Discourse, as well as of a single statue, was the most difficult part,
as perhaps it is of every other art, and most requires
the hand of a master.
Sir Joshua Reynolds
DISCOURSE XV

Preface

WHEN studies of the arts have had their day, they often drift
into a kind of limbo. Even the best of them, exiled from their
original context and from a place in any literary genre, lose some
of their authority—Charles Burney's History of Music, Sir Joshua
Reynolds' Discourses on Art, Samuel Johnson's Lives of the Poets
have all endured periods of reaction and neglect. But the first great
English studies of the arts must be recognized for what they are:
literary achievements whose breadth and depth put them near
the center of their age. Many of them have been allowed to rest
in limbo far too long. It is time to end their exile, and do them
justice.
This is not a book about works of art, eighteenth-century
aesthetics, or the interrelations of the arts. Rather, it is a study
of those works which attempted for the first time to describe the
whole practice of a single art; to set the history and criticism of
an art in order. Ren6 Wellek has often deplored, and has done
much to remedy, the lack of adequate scholarship on the rise of
literary history. I have tried to supply part of this gap with regard
to three arts—painting, music, and poetry—in eighteenth-century
England. Yet my subject has not remained literary history or the
first histories of the arts. In the course of my work, I gradually
became convinced that no study of eighteenth-century works on
the arts could afford to rest with a single brief period or a single
genre. Histories, biographies, encyclopedias, collections of anecdotes, essays, treatises, all shared a common enterprise, a movement that I have come to call "the ordering of the arts." My effort
to understand the ramifications of this movement accounts for the
size and shape of this book. It considers many kinds of work, three
arts, and a period of over a century; but it has been conceived, and
must be judged, as a whole.
I began this book in 1958, with the aid of a Cornell University
Senior Fellowship, and finished it a decade later, assisted by a
VIt

PREFACE

Donald A. Stauffer Preceptorship from Princeton University. In
the interim the Princeton University Research Fund and the
American Philosophical Society provided grants for summer research. I also wish to thank the staffs of the British Museum and of
the Cornell, Princeton, Huntington, Folger, Yale, Berkeley,
Bodleian, and John Rylands libraries.
Chapter two of this book was published, in a considerably different form, in the Journal of Aesthetics and Art Criticism (Summer, 1965), and chapter three in Philological Quarterly (Summer,
1967). In addition, some materials from chapter eleven have found
their way into an article in New Literary History (Winter, 1970),
and a condensed version of chapter seven was read to a conference
on Literature and the Arts at Indiana University in the Spring of
1968.
By its nature, a book that spans so large an area must depend
upon a community of scholars. The bibliographical sketch at the
end of this book notes a few of my greater debts, but I can hardly
begin to thank the many friends and colleagues who have stimulated and advised me over the years. A few names must stand for
many: Professors David Novarr and Louis Landa, who read my
manuscript in its earlier stages; and above all Professors M. H.
Abrams and W. R. Keast, who guided my first steps in eighteenthcentury studies, and whose work continues to provide a model of
humane and searching scholarship. I should also like to mention
that two ideal readers have often been in my mind, prompting
my conscience to do better: R. S. Crane, who helped set me on this
track many years ago; and my wife, the keenest-eyed and most
affectionate audience of all.
LAWRENCE LIPKING

Princeton, New Jersey
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The Ordering
of the Arts
IN EIGHTEENTH-CENTURY
ENGLAND

Introduction

ι
BY the middle of the eighteenth century, men interested in the
arts had become concerned about a "chasm in English literature."
Painting, music, and poetry attracted larger audiences than ever
before, but their accomplishments had not been set in order.
There was no great native history of any art, no canon of what was
best, no model of a standard of taste. For the first time many Eng
lishmen thought it important that their arts should have a history
and their tastes should have a guide. They called for authors to
satisfy that need. By the end of the century their calls had been
answered; the arts had been surveyed by an unprecedented series
of major works.
These works took many forms: Walpole's Anecdotes of Painting
in England (1762-80), Reynolds' Discourses on Art (1769-90),
Hawkins' and Burney's general histories of music (1776; 177689), Warton's History of English Poetry (1774-81), Johnson's Lives
of the Poets (1779-81). They consider different arts and eras, and
they differ also in ambition, in structure, and in style. Yet their
authors share a common effort: the effort to discuss the entire
practice of an art coherently and in detail. Each of them sets out
to establish in his own way the standards of taste and knowledge
that men draw upon when they wish to speak seriously about
paintings and music and poems. And together, by precept and
example, they provided a point of departure for English conversa
tion about the arts.
The achievement of those works—how they came about, what
they came to be—is the subject of this book. It begins where their
authors began, with the predecessors who inspired them to "some
thing of an habit of investigation," and ends where they ended,
with the fruits of that habit, their own hesitant but compelling
ponere totum. But the works that ordered the arts are immense
and various, and a book that would do them justice must be many
3
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books in one. It must be partly a history, or a set of histories, of
writing about each of the arts; partly a critical analysis of selected
works; partly a study of ideas about the arts; and partly a social
history of authors and their audiences. Without pretending to be
definitive, this book includes something from each of those modes.
It draws upon a variety of scholarly methods, of literary kinds,
of fields of research; it responds to the size and the hybrid nature
of the works it studies. Both in its subject and in its own attitudes,
this book is designed to be complicated.
It is complicated, first of all, because it deals with three separate
arts. Painting, music, and poetry were not ordered together, nor
at the same time. In England the history of poetry was studied long
before the history of painting, and painting long before music.
Moreover, the arts were rivals as well as sisters. Each had champions
who tailored critical theories to flatter their own favorite. Lovers
of painting emphasized the ability of art to mirror nature, lovers
of music its power to touch human affections, and lovers of poetry
its marriage of reason with imagination, picture with song.1 A book
that gives equal weight to each of the arts must be alert to such
differences. Three historical movements, each with its own prece
dents, its own interests, its own kinds of discourse, join in the or
dering of the arts.
Secondly, this book is complicated because the works that it
examines are many-sided. What category can take the measure of
Reynolds' Discourses} Reynolds has been studied as an artist, a
philosopher of art, and a man of letters; he is all these, but he is
something more. Not simply a system of aesthetics, nor a course of
ι A useful popularization of the immense eighteenth-century literature compar
ing the arts is offered by the works of Daniel Webb (1719Λ1798), especially An
Inquiry into the Beauties of Painting (1760), Remarks on the Beauties of Poetry
(1762), and Observations on the Correspondence between Poetry and Music (1769).
All these works are collected in Webb's Miscellanies (London, 1802), whose frontis
piece, after a drawing by William Lock, illustrates most of what the author has to
say [Plate 1]. T h e three arts, depicted as sisters, admire a frolicking nude who rep
resents Nature ("nature seems to sport with our understanding, and lays aside her
laws to wanton in her own creations"; p. 224). On one side, clear-eyed Painting,
dressed in a simple shift, intently studies Nature's form ("of all the arts, Painting is
the most natural both in its means and effects"; p. 10); on the other, Music, in
classical apparel and with her lyre, turns away, uninterested in imitation, to gaze
mysteriously at distant birds in the sky. Between her sisters, Poetry, in robes of the
East, both looks and broods, studies and dreams ("poetry is an union of the two
powers of musick and picture"; p. 7). Webb, much impressed by this picture,
dedicated his volume to the artist.
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instruction in painting, nor a series of essays on the history and
criticism of art, the Discourses mount a retrospective exhibition
of great ideas and great writings on art. All discourse about art is
their province. Combining an amazing number of literary modes,
they cannot be reduced to a single thesis or a single point of view.
This book confronts the intricacy of the Discourses; it surveys
them from many perspectives, and tries to appreciate them as a
whole. Similarly, the complexities of Burney's History of Music,
of Warton's History of English Poetry, and of Johnson's Lives of
the Poets are approached from many sides. I cannot hope to exhaust our means of interpreting such works, but I do hope to enlarge our means of understanding them. When we complicate our
views of eighteenth-century studies of the arts we shall begin to
see how much they attempt, how much they achieve.
Finally, this book is complicated because of its method. The
works that ordered the arts, works themselves so uncertain in
method, raise problems of method to an acute degree. They do
not offer complete structures of thought so much as a vast indeterminate conversation, and their opinions, often provoked by
enemies or borrowed from friends, resist systematic formulation.
Works so irregular, so idiosyncratic, challenge the historian of ideas
to find a clear way of his own. Shall he look for patterns of history,
or for the truth about particular men? Shall he trace the progress
of ideas from age to age and work to work, or shall he mark the
peculiar integrity of each work in its own time and its own terms?2
This book takes a middle course. It attempts to balance between
the general and the particular: to ground its analysis of ideas in
the contexts from which they arose, and to draw a sense of history from comparisons among authors of different eras. I do not
discuss eighteenth-century taste, but the meanings of "taste" available to Charles Burney, and his own selection of meanings; I do
not survey the growth of aesthetic theory, but the specific changes
revealed by translations of De arte graphica over a century. So
2 These alternatives are exemplified by two histories of eighteenth-century
aesthetics: Samuel H. Monk's The Sublime: A Study of Critical Theories in XVIIICentury England (Ann Arbor, Mich., i960; first published in 1935), which follows
the development of the notion of sublimity from its Longinian origins to its culmination in Kant; and W. J. Hippie's The Beautiful, The Sublime, & The Picturesque In Eighteenth-Century
British Aesthetic Theory (Carbondale, 111., 1957),
which analyzes the systems of various aestheticians without attempting to link
them or to arrange them in a continuous history.
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far as possible the generalizations of this book are rooted in the
details of an intellectual argument, a historical moment, or a literary career. Like many of the works it considers, it adjusts its
method to the task at hand, and prefers an open, pragmatic inquiry
to a closed set of ideas.
Even the most open inquiry, however, must define its limits.
The ordering of the arts is a process without end; no book can
take in more than a part of it. In the following pages I should like
to set the terms of my own subject by sketching, first, its history,
and second, the way that I propose to treat it.
2

No history of music had ever been written in England; suddenly,
in 1776, there were two, the famous rival volumes of Hawkins
and Burney. Before the 1770's English poetry had never been surveyed as a whole; in 1781 the complementary works of Warton
and Johnson divided the field between them. English writers on
painting had always been subservient to the continent; but in
1780, when Walpole finished publishing the first history of English
art, the world's leading authority on painting was acknowledged
to be his fellow Englishman Reynolds.
What caused this transformation in studies of the arts? No hypothesis can explain, of course, the sudden appearance of so many
works and authors. Yet the outline of an answer is relatively clear.
Before histories of the arts can be written, two obvious conditions
must be satisfied: men must be interested in history, and they
must be interested in the arts. In mid-eighteenth-century England both history and the arts attracted interest as never before.
The extraordinary historical outpouring that began in the 1750's
with Hume and Robertson and Smollet, and culminated in 1776
with Gibbon, established history-writing at once as a high literary
form and as a popular entertainment. The vogue of history, the
fascination with old manners and styles, saturated contemporary
modes of art: the paintings of Benjamin West, the Concerts of
Ancient Music (founded in 1776), the poems of Chatterton. At the
same time the audience for the arts increased enormously, and so
did their status. Such public shows of favor as the founding of the
Royal Academy in 1768, the Shakespeare Jubilee of 1769, or the
massive Handel Commemoration of 1784 are merely the tokens of
6
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a great surge of popular appreciation and respect for the arts. Unprecedented crowds flocked to exhibitions of painting and to concerts; unprecedented numbers of people began to read and write
poetry. The growing interest in history, the growing interest in
the arts, inevitably came together. A new kind of author—the
historian of the arts—arose to unite the two interests in a single
work.
Theoretically, a recipe for joining them had been available to
Englishmen at least since 1605. In The Advancement of Learning,
Francis Bacon had recommended a fresh empirical study of human achievements. "HISTORY is NATURALL, CIVILE, ECCLESIASTICALL & LITERARY, whereof the three first I allow
as extant, the fourth I note as deficient. For no man hath propounded to himselfe the generall state of learning to bee described
and represented from age to age, as many have done the works of
Nature, & the State civile and Ecclesiastical; without which the
History of the world seemeth to me, to be as the Statua of Polyphemus with his eye out, that part being wanting, which doth
most shew the spirit, and life of the person."8 Although Bacon
defines literary history as the story of learning, not of poetry, his
own description of poetry as a kind of learning licensed by the
imagination, as well as his esteem for painting and music, encouraged historians to turn to the arts. Many generations of scholars
gathered facts of literary history in the name of Bacon; and as late
as 1776, when justifying the plan of his History of Music, Sir
John Hawkins was proud to call himself a Baconian.4
Yet Bacon's prescription for a history of learning was premature. A century and a half elapsed before scholars translated their
theoretical support for major studies of the arts into the works
themselves. The first part of this book considers some of the
reasons for the delay: the preference of humanist scholars for classical theory over modern practice, the search for an authority to
replace the classics, the ineffectual attempts to found literary history upon the model of the encyclopedia or the philosophical
treatise. More broadly, however, the slow progress of histories of
the arts may be assigned two causes: the tendency to subordinate
8

Advancement of Learning (London, 1605), Book Two, p. f (I, 2).
*See chapter nine, section four below. In the present section I have adopted, for
want of a better term, Hawkins' use of "literary history" to refer to a learned history of any of the arts.
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the arts to other interests and concerns; and the divided nature of
literary history itself. Between them, these two predicaments account for the long interval when the chronicles of painting, music,
and poetry were laid aside.
What does it profit a man to study the arts? Even at the moment
of advocating literary history, Bacon had hesitated to embrace
such studies on their own account. He insists upon a dignified
ulterior motive: "The use and end of which worke I do not so
much designe for curiositie or satisfaction of those that are the
lovers of learning; but chiefely for a more serious, & grave purpose, which is this in fewe wordes, that it will make learned men
wise, in the use and administration of learning." 5 Most scholars
would have agreed; the end of learning should not be amusement
or curiosity but wisdom and usefulness. Here, as so often in the
Renaissance, knowledge is required to serve the needs of education.
Transposed to the arts, this argument suggests two practical implications: histories of the arts constitute a necessary part of the
education of a gentleman (thus the brief surveys of the arts in
works like Peacham's Compleat Gentleman); histories of the arts
teach the artist what he must aspire to become (as in Junius' Painting of the Ancients). Learning about the arts, men learn how to
use them.
As a guide for historians, however, Bacon's design invites a limited and expedient kind of scholarship. If surveys of the arts are
to be used for education, not to satisfy curiosity, then only instructive facts need be chosen. Indeed, lavish learning can be a dangerous thing. A complete gentleman requires as much knowledge
of the history of the arts as will refine his taste; beyond that, he
must avoid the pedantry of useless information. An artist requires
as much knowledge as will improve his talent; beyond that, he
must beware of corruption by inferior schools, or by mere eclecticism. Peacham, therefore, taught his gentlemen no more about the
arts than was good for them, and Junius taught his artists to shun
any school not consecrated by ancient writings. Heirs of the Renaissance, they would not allow their students a promiscuous vulgar
fascination with the mere facts of literary history.
Nor had earlier historians of the arts thought that the arts were
deserving of attention in their own right. Quintilian, for instance,
5 Advancement of Learning, Book Two, p. 8 (I, a).
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has sometimes been considered the father of literary history, be
cause of his remarks on poets in Book X of the Institutio Oratoria;
yet in context he discusses poetry and painting and music only
insofar as they supply lessons in eloquence. Homer wins special
praise because he is "supreme not merely for poetic, but for ora
torical power as well," and Seneca is recommended to the student
only in small doses, because in his style (eloquendo) he "is for the
most part corrupt and exceedingly dangerous." 6 Such histories of
the arts discourage depth and accuracy of research. Their learning
functions rhetorically, to point a moral, or adorn a tale.
Indeed, prior to the Restoration virtually every "literary his
torian" had palpable designs upon whatever arts or artists he men
tioned. We have all encountered the tantalizing fragments of his
tory passed down by authors like Thomas Wilson, Puttenham,
Sidney, and Daniel—tantalizing, because they seem to suggest that
the author could be genuinely informative (at least about his con
temporaries) if only he were to set his mind to it. Thus Francis
Meres' brief sentences about "mellifluous & hony-tongued Shake
speare" drop a few grains of knowledge from apparently vast and
precious stores. Yet Meres gives us only those scraps which fit his
"comparative discourse," a schematic parallel between English
artists and those of other times and countries. His whole book is
Wits Treasury, a collection and exhibition of resemblances, and
he obeys no other principle of literary history than witty compari
son.7 Such an author (like the combatants in the war of ancients
and moderns) is not a literary historian manque but a literary his
torian par aventure. He bends information of all sorts into the
shape of his own work, and for anything we might recognize as the
proper history of an art he cares not at all.
Gradually, during the seventeenth century, histories of the arts
became more independent. Literary historians began to record
facts that interested them, whether or not such facts offered lessons.
The very word "curiosity," which Bacon had spurned as undue
nicety, "laborious webs of learning," "unprofitable subtility,"
acquired a new meaning: "scientific or artistic interest; the qual
ity of a curioso or virtuoso; connoisseurship." In the event, naked
β Institutio Oratoria, X, i, 46; X, i, 129 (Loeb, IV, 29, 73).
1 Palladis Tamia. Wits Treasury (London, 1598). "A comparative discourse of our
English Poets, with the Greeke, Latine, and Italian Poets" appears on pp. 279*887'; the following pages make similar comparisons of painters and composers.
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curiosity could prompt men to study the arts even when they
lacked a deeper motive. Furthermore, painting, music, and poetry attracted increasing attention simply because they became
easier to identify as objects of learning. The development of the
modern system of the fine arts, which reached a climax with
D'Alembert's division of knowledge in the "Discours prdliminaire"
to the Encyclopedic (1751), separated the three sister arts (and to
some extent sculpture and architecture) from all other human
activities, and established them as unique repositories of the
"spirit and life" of mankind. 8 Most authorities on the arts had
decided, by the mid-eighteenth century, that painting, music, and
poetry might properly be considered "sciences" (fields of knowledge), and that like other sciences they required a history. The
study of the arts no longer needed to justify itself; the arts had
come into their own.
The first great English histories of the arts, therefore, do not
claim to be of any use. Curiosity and a love of works of art for
their own sake are their only excuse for being. Horace Walpole
denied, with some alarm, that his Anecdotes could be of any importance, and Charles Burney scandalized the serious Hawkins by
calling music "an innocent luxury" and his own History of Music
"an amusement." Eighteenth-century historians study the arts because that study interests and amuses them; and histories of the
arts are vindicated by their power to be interesting and amusing.
Purified of extraneous designs and ulterior motives, literary
history became free to follow its own internal principles of
development.
Perhaps no history of an art, however, can ever be "pure." Even
when freed from the purposes of the orators and the educators,
literary history continued to serve the purposes of painters, musicians, and poets. The shape of the history of art cannot be a matter of indifference to artists. Moreover, artists arrange the facts of
history to benefit their own work. Poets were the first scholars;
scholarship itself, we have recently been reminded, "originated as
a separate intellectual discipline in the third century before Christ
through the efforts of poets to preserve and to use their literary
s The origin of such notions of the five "major arts" is traced by P. O. Kristeller,
"The Modern System of the Arts," JHI, XII (1951), 496-527; XIII (1952), 17-46.
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heritage, the 'classics'."9 Similarly, the efforts of Restoration poets
like Dryden to clarify their own relation to the English poetic
heritage set the terms of English literary history for a century; and
the great poets of the two following eras, Pope and Gray, each
left a sketch for a projected history of English poetry—a project
carried through by Thomas Warton, then Poet-Laureate. The
growth of historical interpretations of the arts is animated by the
self-conscious attempts of artists to find fresh sources of inspiration.
This search for a usable past—for what modern critics like to
call, rather illegitimately, a "tradition"—sustains the first histories of each of the arts. With few exceptions, early literary historians began as artists and mythographers. The history of painting, that golden legend of a Renaissance culminated by the perfections of Raphael and Michelangelo, is the painter Vasari's
most beautiful creation. So powerful did his legend prove, that
Jonathan Richardson, Hogarth, Reynolds, and Blake, artists who
strove to find historical grounds for the English renaissance they
planned, were forced to build their myths of history upon Italian
art. Such histories are fables at one remove; they attempt to capture the mysterious aura that surrounds the art of the past, and to
project it into the future. "History painting," an imitative genre
whose true subject often seems to be the styles of old masters,
perfectly represents the ambiguous conversions of myth to history, and history to myth, displayed by eighteenth-century painters.10 In the same way, poets like Collins, Gray, and the Wartons,
who mourn their loss of the myths available to older poets, compensate by making the history of poetry itself their central myth.
Looking for forbears, artists both make and find the history of art.
The correspondence between mythmaking and literary history
can be treacherous, but it is not fortuitous. Literary history depends upon the search for something immortal. Whether or not
they pretend to be artists, historians of the arts cannot avoid the
preoccupation with quality, the concentration upon genius, that
8 Rudolf Pfeiffer, History of Classical Scholarship from the Beginnings to the End
of the Hellenistic Age (Oxford, 1968), p. 3.
10 T h e extent to which neoclassicism itself was a revolutionary conversion of
ancient art to modern sentiments has recently been stressed by several art historians:
David Irwin, English Neoclassical Art (London, ig66); Robert Rosenblum, Transformations in Late Eighteenth
Century Art (Princeton, 1967); Hugh Honour,
Neo-classicism (London, 1968).
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define the interest of their studies. Poetry, Horace said, "Admits
of no degrees, but must be still/ Sublimely good, or despicably
ill"; 11 in the arts only mastery, or the provenance of mastery, is
worth discussing. Thus a historian of the arts, unlike a bibliographer or a philologist, can hardly discharge his task by recording
"the facts." The facts of literary history are seldom free from critical implication. They include the judgment, whether explicit
or hidden, that some artists (not necessarily the most popular, the
most prolific, or the most influential) are better than others, and
deserve to be remembered. Without that judgment the arts and
the histories of the arts would not exist.
Nevertheless, a literary historian must also respect the discipline
of history. He cannot afford to sacrifice his objectivity and his
quest for knowledge to a complacent assumption that he already
knows which artists have transcended time. Charles Burney, who
began as a musician and an arbiter of taste, became a historian in
the process of writing his History of Music, and discovered that
much of the music he had previously condemned offered unfamiliar pleasures. Literary history compels such adjustments. The
truth about the past never quite accords with what the critic would
like it to be. Taste and information, criticism and history, each
asserts its claims; in a divided field, the literary historian must
strive to develop both the patience to accumulate facts and the
sensibility to judge their importance.12
i i "Si paulum summo decessit, vergit ad imum"; De arte poetica, 1. 378; tr.
Roscommon.
12 T h e tendency of literary historians to generalize without adequate information was stringently policed, in the second half of the eighteenth century, by
antiquarians and pamphleteers. T h e most famous work of this kind, Joseph Ritson's
Observations on the three first Volumes of the History of English Poetry (1782),
was printed in a format suitable for binding into Warton's History. In a pamphlet
attacking John Brown's Dissertation on the Rise, Union, and Power, The Progressions, Separations, and Corruptions, of Poetry and Music (1763), the anonymous
author justifies such labors of correction. Since the arts are so uncertain in their
operations, "to think by laying down one or a few principles to deduce the progress
of them systematically, is parallel to Almanack-makers foretelling the weather. . . .
such disquisitions as Dr. Brown's are to be considered, not as important investigations, but almost entirely as amusing gratifications of curiosity." It follows, therefore, " T h a t the Doctorial manner, the air of science with which it has been so
fashionable of late to advance conjectures, is equally unsuitable to the purpose, and
the topics of such dissertations," and " T h a t since information is the principal
purpose they can answer, misinterpretation, or even error in matter of fact, is less
excusable in them than any other kind of enquiry." Some Observations on Dr.
Brown's Dissertation (London, 1764), p p . a-3.
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Yet the two strains of literary history are difficult to reconcile.
Bacon had wanted "a just story of learning" that would affirm
"the spirit and life" of man, a mirror for scholars that would inspire as well as inform. Many later advocates of histories of the
arts demanded still more, calling for "a clear idea of the noblest
species of beings we are acquainted with." Like Vasari, they valued
the spirit common to all great artists more than the details that
distinguish one man from another. At the same time other descendants of Bacon, the savants and virtuosi of the late seventeenth century, concluded that the prime virtues of the historian
must be accuracy and fullness. Few historians of the arts could answer both demands. In practice, either they supplied facts wholesale without arranging them (like George Vertue and William
Oldys), or (like Hildebrand Jacob and Charles Avison) they selected bits of history to illustrate their ideas of taste. Hawkins
alone, of eighteenth-century critics, thought that in the modern
age a detailed story of learning could reveal the life of man; and
men of taste said that he had revealed the living death of a pedant.
The union of critic and scholar in the literary historian was not
the triumph of an ideal, but a marriage of convenience.
Indeed, the works that ordered the arts in eighteenth-century
England are not, properly speaking, literary histories at all. I have
called them instead "canons and surveys" to emphasize that they
fall into two distinct kinds. One kind, represented by Walpole,
Hawkins, and Warton, insists on the primacy of source materials
and research. The product of scholars, men of leisure who work
without patrons or deadlines, it subordinates criticism to a collection of antiquarian documents, and does not pretend that the field
it surveys possesses an underlying unity. The other kind, represented by Reynolds, Burney, and Johnson, displays a strong
critical bias. The product of acknowledged professional authorities,
it undertakes to enhance the dignity of the several arts by condemning mediocrity and praising excellence; it envisages an
imaginary order of merit in which artists of every period compete
for a place. Like the arts themselves in the eighteenth century, the
two ways of describing the history of art were rivals, partitioned
in thought as in a diagram.
13
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LITERARY
canons (value)
the definition of the fine
arts
professional; critic;
intellectual
Reynolds, Johnson, Burney

HISTORY
surveys (historical particulars)
the growth of empiricism
amateur; scholar; antiquarian
Walpole, Warton, Hawkins

Like the arts themselves, however, the ways of describing art
were also interrelated. The major works on painting, music, and
poetry break through their partitions of thought. As Reynolds extended his canon of great painters into the full range of history,
he produced an informal survey of the art; as Hawkins assembled
all documents pertaining to music, his commentary upon them
traced a general definition of music; and Johnson wrote Warton
that only historical scholarship like his could reform the practice
of criticism. The complicated and delicate play between an ideal
of art and the minute particulars of experience that both confirm
and adulterate that ideal accounts for much of the fascination of
eighteenth-century literary history. Theorists like Daniel Webb
and John Brown constructed models of history to fit their ideas;
antiquarians like Thomas Percy and Thomas Tyrwhitt generated theories to justify their taste for old poetry. Slowly the historical facts and the ambitions of critics were brought together.
From the clash and balance between the opposing tendencies of
literary history, and from their uncertain reconciliation, the first
English histories of the arts were born.

Many generations, hundreds of authors, took part in that process.
Of necessity this book can discuss no more than a selection of relevant works. It concentrates upon three arts (at the expense of
sculpture, architecture, and landscape gardening), upon England
(at the expense of equal efforts by the other nations of Europe),
and upon the late eighteenth century. Moreover, its r£sum£ of
history depends heavily on a few representative works and authors. Part One, for instance, would have offered a different
choice of themes and precedents had it been based (as at various
times I intended) upon studies of Robert Fludd, John Evelyn,
14
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Roger North, and John Brown. By neglecting such authors and
emphasizing others, this book defines its own range of inquiry and
its own set of problems.
T o begin with, I have chosen to study works of a certain size,
a certain ambition. Some ideas about the arts, some notions of
history and some ranking of the greatest artists, have existed almost as long as the arts themselves. The phenomenon that I have
called "the ordering of the arts" is not a radical departure from
such ideas, but a radical extension of them in quantity and depth.
Eighteenth-century critics of the arts were not content, like their
predecessors, with a few words of praise or censure. They insisted
upon detailed analysis, upon a search through history and philosophy for principles of art, and upon enormous stores of information. The works examined by this book are pretentious; they
try to investigate and distinguish the whole of an art.
What constitutes the whole of an art, however, is subject to different interpretations at different times. Part One of this book
inspects four authors who claim to provide "an entire and certain knowledge" of an art, but who provide very dissimilar kinds
of knowledge. For Franciscus Junius, the whole art of painting is
embodied in a collation of precepts and stories by ancient writers;
for C. A. du Fresnoy, in doctrines exemplified by the best modern
painters. For William Oldys, the only sure knowledge of poetry
consists of particular facts purged from speculation and error; for
James Harris, one knows an art by understanding philosophically
its causes and effects. Each of these authors, given his terms, is significant and persuasive. Yet none of them undertakes to heal the
divisions in literary history, to write a work at once canon and survey, the theory and practice, of a whole art. However stimulating, their studies of art remain partial.
Jonathan Richardson, Charles Avison, and the early historians
of English poetry had fewer preconceptions about what constitutes the whole of an art; indeed, each of them suspected that
men as yet knew very little about the arts. In place of the "dark
dialled, and jargon" of their predecessors, the painter Richardson and the musician Avison, like Addison in literary criticism,
sought to adopt a language suited to common understanding, and
a criticism tempered by practical experience of painting, music,
and poetry. If they did not themselves transfigure writing about
15
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the arts, these reformers demonstrated the errors and evasions of
previous work. They demanded better sources of information,
better critics and historians; and their successors, the men who
wrote the first English canons and surveys, paid tribute to their
inspiration.
It is those successors whose works are the heart of this book.
Walpole, Reynolds, Hawkins, Burney, Warton, and Johnson each
devised his own massive individual solution to the problem of
writing about the whole of an art, and each of them deserves the
sustained attention we owe a major work. For the first time in
English, they test ideas about painting, music, and poetry against
specific accounts of artists and works of art. Synthesizing and
building upon previous scholarship, they reach for a better and
fuller understanding. This book considers each of those major
texts in many aspects: its precedents, its place in the author's career, the quality of its erudition and style, its form, the relation
of parts to the whole. Some of the works thus considered have
never before been examined at length; and never before, of
course, have they all been examined together.
What is the justification, however, for bringing together works
of different kinds, works that review different arts? Is there an
integral relation among them? Perhaps a truthful answer to questions like these must be personal. Works that have been studied
over a period of years gradually arrange themselves in the mind,
and some of them seem to join in a coherent pattern. That slow
convergence of thought, as much as any conscious principle, has
influenced my grouping of works. Yet if such a process is at all
trustworthy, it should be possible to unravel it, and to bring to
light its latent principles of relation.
In one way, the relations among the major works are obvious:
they share a time and a milieu. Their authors made part of a single intellectual community bounded at opposite ends by Horace
Walpole and Samuel Johnson; every one of them was conversant
with the accomplishments of every other. Johnson wrote the dedications for his friend Reynolds' Discourses and his friend Burney's
History of Music, encouraged and parodied the labors of his
sometime friend Thomas Warton, and eventually became the
subject of his friend and executor Hawkins' second most notorious book. Walpole instigated Hawkins' History of Music, aided
16

INTRODUCTION

Warton's History of English Poetry, and thought his own Anecdotes of Painting a tributary to Reynolds. Sir Joshua, for his
part, trained his mind with lessons from all his peers. Burney, the
friend of everyone in general and Reynolds in particular, asked
Warton for help. And so on. Whatever their rivalries and animosities, these contemporaries read the same historians, critics, and
newspapers, checked their facts in the same biographical dictionaries, were invited to meet the same celebrities, and reckoned
with the same audience.
Inevitably, then, the major works on painting, music, and poetry have much in common, a community of interest they acknowledge with frequent analogies among the arts. They draw
upon a similar vocabulary, similar critical habits, and similar assumptions about the place of the arts in life. But more important,
they face a common problem. Borne upon a rising tide of interest in the arts, each author seeks to impose his own will on the
current, to gather a vast miscellany of facts and tastes into an intelligible whole. This problem cuts across the usual boundaries
of subject matter and genre. Walpole's Anecdotes of Painting,
Burney's History of Music, Johnson's Lives of the Poets resemble each other as a whole far more closely than any of them resembles its forerunners, the early brief outlines of the history of an
art. The sheer size of their enterprise causes a difference in kind.
Indeed, the major works do not conform to kinds; they improvise and discover them. Like many novelists and poets of the late
eighteenth century, authors on the arts found no established
form that could contain all they wanted to say. Walpole, rather
than write anything so grand as a History of English Painting or
Lives of the Painters, contrived new sorts of Anecdotes; Hawkins,
scoffing at the unscientific prejudices displayed by previous chroniclers of music, begot his own anomalous system of music history;
if Johnson had not cited the advertisements in French miscellanies as the model for his own Prefaces to the English Poets, it is
doubtful whether anyone else would have noticed the likeness.
As each author made his work, his countless decisions and
choices of material led him through an individual train of thought
to an individual plan, but hardly to a fixed genre. Every one of
these works resists firm classification. Part by part they tend to
17
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be medleys, and as a whole they offer a virtual encyclopedia of
forms.
Moreover, a sort of hypertrophy forced itself upon authors
even against their will. Hawkins, Burney, Warton, and Johnson
all intended to write shorter, more schematic books, but found
that the pressure of arranging such various materials drove them
towards a freer and greater mode of organization. During the making of the works a pattern recurs again and again as if by compulsion. The author's initial optimism fades into a time of hesitation and delay; his first program is discarded; he despairs of
coming to an end of his research, or reducing it to form; changing
to a discursive and irregular structure, he pushes to a conclusion; the critics complain that the finished work is a tissue of confusions. The task itself seems to have enjoined a new plan, open,
flexible, and untidy.
Nor could authors of works on the arts rely upon any general
agreement about the bounds or the value of their task. During the
mid-eighteenth century, on the continent as well as in Britain,
the whole nature of the arts was being subjected to a thorough reinvestigation. A new kind of philosopher, the aesthetician, had
begun to debate the theory and the psychological principles of
art, and the debate encouraged a new critical relativism that
found arguments in favor of Ossian and Rousseau as well as
Homer and Racine. Painting, music, and poetry were all embattled fields; some English critics refused to agree that Pope, the
greatest poet of the century, could be called a poet. At a time
when established opinions about culture and society were being
challenged so deeply, historians and critics of the arts could not
assume that their own opinions would be welcomed with
kindness.
Thus eighteenth-century works on the arts try to satisfy many
different audiences, many contrary interests, at once. They woo
connoisseurs and antiquarians and common readers; they serve
patriotism and taste and scholarship and tradition and romance.
The struggle to reconcile such divergent interests affects all the
major authors. According to temperament some, like Reynolds,
might smooth over differences of opinion; others, like Hawkins,
might defy any reader who chose not to agree. But whether the
strain of speaking to mixed audiences and defending mixed values
18
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appears on the surface or in underlying tensions, it leaves its
trace on every work. The problematical forms of the first histories
of the arts tell their own story: they stretched and buckled with
the fatigue of responding to too many demands.
Yet the works brought together by this book resemble each
other not only in their tensions and cross-purposes but in their
efforts to resolve them. Unlike our own literary history, the product of specialists and seminars, eighteenth-century literary history
was generated in the minds of a few men. Each work summarizes
the reflections of a life devoted to an art (in the case of Anecdotes
of Painting, not Walpole's life but that of George Vertue, who
gathered the materials). Putting his ideas to the test, the author
was proving the significance of his own vocation. Reynolds
and Burney, showing that the enterprising methods of a painter
and musician could also lead to literary success, hoped to demonstrate at last that their arts were intellectual; Warton and Johnson, famous exponents of rival modes of poetry, set out to defend
their own poetic heritage. Amid the tangle of conflicting claims,
each of them sought answers to questions he had asked for a lifetime: where is artistic greatness to be found? what do men learn
about the arts by studying the past?
Questions like these, and circumstantial answers to them, distinguish the common effort described by this book. But they are
also personal questions. The men who wrote the first English
studies of painting, music, and poetry imposed upon their answers
something of their own character. It is important that Horace
Walpole, not George Vertue, published the first survey of English painting, and that Samuel Johnson, not William Oldys, put
his hand to the Lives of the Poets. Such figures bring to a major
work the lessons of their whole career; their own style, their own
habits of thought color their interpretations of the past. T o comprehend eighteenth-century canons and surveys of the arts, we
must understand the pursuits of the men who made them.
We must also compare the accomplishments of those men.
Each chapter of this book juxtaposes an author against others who
shared his problems. Junius on ancient painting is contrasted with
Turnbull a century later; Harris's ideas about criticism are opposed to Johnson's; Warton's judgment of poetry is arbitrated by
Coleridge. These comparisons, stretching across time, substitute
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for a formal history. Part One of this book considers representative authors from four successive generations; Parts Two, Three,
and Four trace developments in writing about each art individually. Yet historical circumstances provide only a setting for the
major works, not a rationale. If in one respect my subject is the
Age of Johnson—Samuel Johnson plays a part in almost every
chapter—that is because Johnson's words and Johnson's example seem to embody a standard of comparison that no eighteenthcentury critic of the arts can escape.
Finally, however, it is the texts themselves that most need study.
They have not, on the whole, received the attention they deserve,
and what attention they have received has often been condescending. In weak moments, eighteenth-century historians sometimes
spoke of the "dark ages" before the seventeenth century as a time
when the taste of intelligent men resembled that of modern children; in our own weak moments, we sometimes turn a similar
charge against eighteenth-century historians. The motive, in both
cases, is the same: by distinguishing our own tastes from those of
children, we hope to prove ourselves adults. But eighteenth-century critics of the arts learned a better conception of maturity,
a conception based not upon rejecting the past but upon discovering its continuity with the present. Exploring history, they found
their own inheritance—as we do, exploring them. The major
texts have left a legacy that can be appreciated only when we
recollect that before their time no standards existed by which to
measure them.
One hundred years after the Lives of the Poets, Matthew Arnold testified how admirably fitted they were "to serve as a point
de repere, a fixed and thoroughly known centre of departure and
return, to the student of English literature." 13 In the twentieth
century, the canons of the arts established in the eighteenth still
serve as a point of departure. We return to them not only because
they are among the great accomplishments of their age, but because with them our own ordering of the arts begins.
13 The Six Chief Lives from Johnson's "Lives of the Poets" (London, 1881), p.
xii.
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CHAPTER

ONE

Franciscus Junius, George Turnbull, and
the Passing of Humanistic Order
ι
WHEN in 1638 Franciscus Junius the Younger transformed his
own De pictura veterum into The Painting of the Ancients, he
brought British study of the arts into the demesne of humanistic
scholarship. For the first time in history an English work had at
tempted to deal comprehensively with the whole art of painting,
to order it according to the best principles of research. Junius was
superbly qualified for this task; he had every advantage. Born and
educated on the continent among a race of scholars,1 he had been
bred to a profound knowledge of the classics and of painting.
His friends included Rubens, Van Dyck, and Inigo Jones. In
England, he was librarian and curator for Thomas Howard,
second Earl of Arundel, the great English collector of ancient
statuary.2 He was intelligent, he wrote well, and he was so in
dustrious that he began his studies daily at 4 a.m. No wonder that
more than a hundred years later, when the race of scholars from
whom he sprang had vanished from the earth, the name of
Junius still conjured up a giant. His work was a monument, a
masterpiece. But by then no one believed in its kind of order, and
no one read it through.
What had happened to The Painting of the Ancients} Evi
dently it had entered a world where its gifts seemed somehow bei T h e standard memoir of Junius (Francis Du Jon, 1589-1677) remains the vita
by J. G. Graevius published with De pictura veterum libri tres (Rotterdam, 1694).
There are useful accounts in the Allgemeine Deutsche Biographie and the DNB.
The autobiography attributed to Junius by the British Museum Catalogue, and
published in Bekenntnisse Merkwiirdiger Manner von sich selbst, ed. J. G. Miiller
(Winterthur, 1806), is actually by his father, Franciscus Junius the Elder, himself
a distinguished humanist.
2 See M. F. S. Hervey, The Life Correspondence and Collections of Thomas How
ard Earl of Arundel (Cambridge, 1921), and Francis Springell, Connoisseur &
Diplomat (London, 1963).
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side the point. No scholar had surpassed Junius; his learning remained definitive. Yet readers of the eighteenth century wanted
a work constructed on different principles, a work which would
teach them a different sort of truth about painting. The conversation about art that Junius had begun had left Junius behind. Slowly his labors receded into a legendary past.
In a sense they had always belonged to legend. Although Junius, as Arundel's resident expert, must have known whatever little was to be known about actual remnants of ancient paintings,3
that was not a knowledge he cared to preserve. He had never seen
an ancient painting in all its colors, and he preferred the pictures and visions made by the mind. Indeed, the very insubstantiality of antique art as it appears to moderns, the obliteration of
anything tangible, seems part of its attraction for him. Ancient
painting is quite literally a scholar's dream. Since it deals with
no material object, only with words and intellect, its secrets belong
to the imagination, and Junius is not only the master of his subject but the sorcerer who creates it according to his fancy.
Thus The Painting of the Ancients is both more and less than
its title implies: more, because it oEers a general theory not only
of ancient painting but of all painting and kindred arts; less, because it relies entirely on what it calls "Historicall Observations
and Examples," not at all on any observation or example of an
actual painting. "The first booke toucheth the first beginnings
of Picture. The second booke propoundeth diverse meanes tending
to the advancement of this Art. The third booke speaketh of the
maine grounds of Art, the which being well observed by the old
Artificers, made them come neerer to the height of perfection."4
The structure is philosophical. No records and measurements,
no chronology, no evaluations of existent pictures are allowed to
intrude upon perfection. Instead, Junius compiles references made
to the arts by the most unexceptionable texts of Greek and Latin
literature, texts whose classical authority needs no corroboration
and brooks no dissent. Such authority is beyond cavil, and so
is what the mind makes from it: a single, internally consistent
s A census of antique works of art known to Renaissance artists is currently
being sponsored by the Institute of Fine Arts of New York University and by the
Warburg Institute.
*The Painting of the Ancients (London, 1638), pp. 1-2. Page references in the
text are from this edition.
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theory of the ideal to which painters should aspire and of the
moral imperatives which can raise men to that ideal.
The search for an ideal of painting is timeless. And The Painting of the Ancients is not a historical work. Though Junius cannot help but impress with the weight and passion of his learning,
he confirms his imperatives not by any discernible rules of evidence, but by two kinds of sanction: the prestige of classical
authors, and the anagogical wisdom contained in ancient stories.
An endless stream of anecdotes from Quintilian and Pliny the
Elder and Pliny the Younger and Cicero and the Philostrati carries every argument before it. Nor does Junius differentiate history from philosophy, fact from legend. In the lengthy catalogue
or index of ancient comments on particular "artificers" which
he later assembled for the sumptuous, posthumously published
1694 edition of De pictura veterum, he paid equal attention to
Phidias and Daedalus, and made no attempt to distinguish between man and myth. Junius does not wish to explore the world
of ancient painting; he wishes to demonstrate that its soul still
lives.
Thus for Junius the sum of ancient painting equals the sum of
lessons about painting to be drawn from classical writers. With
a theological conviction that truth lies in the explication of consecrated repositories of wisdom, with an equal conviction that
truth must be what truth ought to be, he distills for mortal men
the immortality of ancient painters, perfect and unchallengeable because they survive only in literary encomia. No man can
touch, nor any man match, the grapes of Zeuxis.5
2

Within a few months of the publication of De pictura veterum,
Peter Paul Rubens wrote a letter to Junius in which the panegyric flickers with delicate intimations of irony.
Expressed with admirable erudition, a most elegant style, and in
5

When Junius recounts the story of Zeuxis (265), he significantly uses the idealizing version told by Seneca the Rhetorician, in which "Zeuxis did put out the
grapes, keeping what was better in the picture, and not what was more like."
According to Luigi Salerno, "Seventeenth-Century English Literature on Painting,"
JWCI, XIV (1951), 239, "There is in Junius no idolatry of the antique." Although
that may be true of Junius' attitude towards any particular master or work, he
does reverence the ideal "consummation" to be learned from antiquity as a whole.
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correct order, this entire work is carried out with the greatest
perfection and care, even to the slightest details. But since those
examples of the ancient painters can now be followed only in
the imagination, and comprehended by each one of us, more or
less, for himself, I wish that some such treatise on the paintings
of the Italian masters might be carried out with similar care. For
examples or models of their work are publicly exhibited even
today; one may point to them with the finger and say, "There
they are." Those things which are perceived by the senses pro
duce a sharper and more durable impression, require a closer
examination, and afford a richer material for study than those
which present themselves to us only in the imagination, like
dreams, or so obscured by words that we try in vain to grasp
them (as Orpheus the shade of Eurydice), but which often elude
us and thwart our hopes.6
Mortal painters need real objects to imitate, and connoisseurs need
real paintings to look at. That Junius had constructed a worthy
ideal, no one doubted; that a classical theory of painting was
necessary as a prelude to creation, few would deny; but only schol
ars believed that the idea of painting could substitute for its
reality.
In the course of more than a century The Painting of the An
cients was never mentioned without respect. Yet Rubens was not
the only reader who would have traded its glory for something
more useful. Freart de Chambray, like Junius, hunted An Idea of
the Perfection of Painting (1662; trans. J. Evelyn, 1668), but his
enthusiasm waned in the face of Junius' principles of art, "being
treated of in so general Terms, that it were almost impossible,
our Workmen should derive the Fruit and Instruction which is
so necessary for them to practise; I will here explain them in Or
der, and more at large, and endeavour to render them intelligible,
1
both by Reasons and Examples." The Abb6 Du Bos, in 1719,
pointed to the impossibility of forming judgments about paint
ing from knowledge like that disseminated by Junius: "Les Ecriβ The Letters of Peter Paul Rubens, tr. R. S. Magurn (Cambridge, Mass., 1955),
p. 407. T h e letter, dated 1 August 1637, was originally published in Flemish in
De pictura
veterum.
ι An Idea of the Perfection of Painting (London, 1668), p. 11. Evelyn, the trans
lator, who was also a member of the Arundel circle, specifically acknowledges his
debt to Junius.
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vains modernes qui ont trait£ de la peinture antique, nous rendent plus scavans sans nous rendre plus capables de juger la ques
tion de la superiorite des Peintres de l'antiquito sur les Peintres
modernes." 8 G. E. Lessing, in the toils of his Laokoon (1766),
thought that Winckelmann had been led astray by relying on
Junius, "ein sehr verfanglicher Autor; sein ganzes Werk ist ein
Cento, und da er immer mit den Worten der Alten reden will,
so wendet er nicht selten Stellen aus ihnen auf die Malerei an,
die an ihrem Orte von nichts weniger als von der Malerei
handeln." 9 Sir Joshua Reynolds plucked classical precepts from
his own well-thumbed copy of The Painting of the Ancients, and
forgot to acknowledge where he had found them. 10 The succes
sors of Junius drew freely upon his learning; but as time passed
they could not accept the form of his work nor the philosophy
behind it.
3
The form of The Painting of the Ancients is not easy to define.
Part treatise, part history, part sermon, it piles quotation upon
quotation as relentlessly as the Anatomy of Melancholy;11 and
like the Anatomy it moves beyond the sense of its title into the
realm of miscellany and eventually philosophical disquisition.
Junius' principle of organization is not so much logical as microcosmic. He begins with the universal prevalence of the arts
of imitation: God was the first painter, and "Man, whom many
ancient Authors call the little world, is not made after the image
of God to resemble the wilde beasts in following of their lusts,
but that the memory of his originall should lift up his noble
soule to the love of a vertuous desire of glory" (3). Thus painting
is inherent in the very constitution of man and in the world about
him. From the sense that painting is a microcosm of at least the
moral world, The Painting of the Ancients derives its three-part
order: the birth of painting in man's nature, its proper nurture,
8 Reflexions critiques sur la poesie et sur la peinture (Paris, 1719), I, 353.
β Gesammelte Werke (Munich, 1959), II, 957.
10 See G. L. Greenway, Some Predecessors of Sir Joshua Reynolds in the Criticism
of the Fine Arts (unpublished Ph.D. dissertation, Yale, 1930), chapter I; F. W.
Hilles, The Literary Career of Sir Joshua Reynolds (Cambridge, 1936), pp. 123-87.
"• Hilles makes the comparison, ibid., p. 123. On the structure of the Anatomy,
see Rosalie Colie, Paradoxia Epidemica
(Princeton, 1966), pp. 430-60. Junius'
clerical acquaintance in England included Bishops Andrewes, Laud, and Ussher.
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its eventual triumph or apotheosis in the works of the ancients.
It is no accident that the book concludes after an extended discussion of grace, the uniting of all individual perfections into one;12
"never any artificer could attaine the least shadow of this grace,
without the mutuall support of Art and Nature" (334). As man
ends with a day of judgment, so must painting, and only the graceful will be chosen. The ancients compose an ideal for Junius because the idea of their work, unlike the obliterated works themselves, has been forever saved. In writing about classical art, the
scholar traces the accomplished pattern of artistic virtue as he
would trace the pattern of a virtuous life.
The formal advantage of taking a microcosmic view of painting
is that every piece of information becomes potentially relevant.
When painting like the world is seen to be charged with moral
significance, no element of painting can or need be excluded
from consideration, because the slightest fact may contain the
greatest wisdom. The Painting of the Ancients evidently originated as a commonplace book, a storehouse of classical quotations,
yet even Junius' cataloguing implies a synthesizing imagination
as well as scholarship. Moreover, the conviction that the ancients
neared the height of perfection allows him to make a work that is
definitive and complete, because humanistically idealized, a kind
of celestial mathematics: "Indeed God the maker and framer of
the Universe hath in all his creatures imprinted plaine and evident
footsteps of this most beautifull Harmonie, which all Artificers
endeavour to follow" (259). For such certitude, Junius pays a price,
the elusiveness and inflexibility complained of by Rubens. What
he gains is a dignity and authority which many later writers on
painting would have bought at any price.
4

Considered as a treatise, The Painting of the Ancients defines that
perfection which is the consummation of painting. Yet the lesson
it offered contemporary Englishmen was far more immediate.
Junius had proclaimed that painting must be acknowledged a
12 T h e implications of Vasari's grazia have been much discussed, for instance by
Anthony Blunt, Artistic Theory in Italy: 1450-1600 (Oxford, 1940), pp. 93-98. For
"grace" in the seventeenth century, see Ernest Tuveson, The Imagination as a
Means of Grace (Berkeley, i960). In "A Grace beyond the Reach of Art," JHI, V
(1944), 143-45, S. H. Monk traces a line of influence from Junius to Pope.
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liberal art, that "among so many Arts as doe procure us everlasting glory, this Art is none of the meanest" (5). He was not, of
course, the first to say so. The dignity of painting had been a constant theme of Italian artists and theoreticians, and it is insistently, even resentfully, pressed by such English works as
Richard Haydocke's version (1598) of Lomazzo and Nicholas
Hilliard's Arte of Limning (ca. 1600).13 But in England this argument had fallen upon stony ground. Whatever the theoretical
justification for painting, its social place remained menial.
The contrast between theoretical dignity and practical subordination is displayed by the writings of another Arundel dependent, Henry Peacham.14 The titles of his works alone tell
most of the story. The Art of Drawing . . . and Limning (1606)
was enlarged and ennobled in Graphice (1612), issued again the
same year as The Gentleman's Exercise, and eventually incorporated into The Compleat Gentleman (1622). Peacham pleads
the cause of painting, and he transmits some bits of Vasari's Lives,
the hagiography of the art. Yet all his praise cannot dispel the
clear implication that arises from the context: the highest aspiration of painting is to while away a few of the gentleman's
heavy hours. Though Peacham had been commissioned to provide the shortest way to courtesy, heraldry was the art he described
most fully. English painting survived as an art in servitude.
The prestige of Van Dyck altered this situation. At least for a
time, one painter could consort with English nobility. And
friends of painting and painters caught some of his luster.15 In
one version of Van Dyck's magnificent "Madagascar Portrait" of
Thomas Howard and his wife [Plate 2], the figure of Junius hovers
in the background with emblems of his trade: scroll and skull and
antique bust. Ghostly and discreet in black robes, he is evidently
is For the situation of painting among the liberal arts, see Salerno, JWCI, XIV,
234-38. Hilliard's defense of the dignity of his art is discussed by John PopeHennessy, "Nicholas Hilliard and Mannerist Art Theory," reprinted in England
and the Mediterranean Tradition: Studies in Art, History, and Literature (London,
!945)» PP- 69-80.
1* Peacham (ca. 1576-ca. 164a) served briefly as tutor to the Howard children,
and later wrote The Compleat Gentleman at Arundel's request.
1 5 On Van Dyck's reception in England, see Ellis Waterhouse, Painting in Britain
1530 to 1790 (London, 1953), pp. 43-48. Like Rubens, Van Dyck wrote a testimonial letter for De pictura veterum (14 August 1636).
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there as an afterthought; but there he is. Under the aegis of a discerning patronage, the painter and the scholar join forces.
Indeed, such a collaboration seems part of Junius' intention. He
combines the scholar's dream of ancient painting with the artist's
invocation of a pristine reality. Again and again we are told
that painting comes from the mind, not from the hands and eyes:
"as it is a very great matter to carry in our mind the true images
both of living and lifelesse creatures, so is it a greater matter to
worke out a true and lively similitude of those inward images"
(5-6); that the imagination is superior to mere imitation: "how
much these Artes are advanced by a well-ordered Imagination;
for it is brought to passe by her meanes that the most lively and
forward among the Artificers, leaving the barren and fruitlesse
labour of an ordinarie Imitation, give their minds to a more
couragious boldnesse" (40); that "a good Artist may justly be esteemed a wise man" or even a demiurge: "The greatest part of invention consisteth in the force of our minde; seeing our minde
must first of all be moved, our mind must conceive the images
of things, our minde must in a manner bee transformed unto
the nature of the conceived things" (231). As we gaze upon the
image of this ideal artist we see him change before our eyes into
a humanist scholar.
In the effort to establish the worthiness of painting and the
learning required by painters, Junius may have overstated his
case. After all, "the learned painter is a highly theoretical personage who, if he cannot be called an actual figment of the imagination, has never had much more than a partial basis in reality,"16 and a mere insistence upon the universal perfection
achieved by ancient painters has no power to convince a skeptic
that perfection exists. Nevertheless, Junius' very extravagance
helped to pull English estimates of painting into the Renaissance.
Real or unreal, here was a world of learning, here was a bountiful intellectual heritage. An art that has become the subject of
scholarly debate has ceased to be beneath serious notice.
Painters required the professional dignity to which Junius exhorted them, and both Rubens and Van Dyck were grateful for his
condescension. Yet they might have preferred a work that did
ieR. W. Lee, "Ut Pictura Poesis: The Humanistic Theory of Painting," Art Bulletin, XXII (1940), 235.
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not protest quite so much. Like Sir Philip Sidney's apology for
poetry, Junius' apology for painting is a theoretical manifesto in
reply to a practical objection, and such arguments tend to be at
once too grand and too playful to be altogether convincing.
Thus Junius borrows Sidney's aid for a touch of mystification:
"Poesie and Picture . . . are very neere of the selfe same nature.
Both doe follow a secret instinct of Nature" (45)-17 The would-be
gentleman, having once been told that he must dabble in painting to complete the round of his accomplishments, was now to
learn that he needed knowledge of painting to complete his soul.
But that sort of claim, like The Painting of the Ancients itself,
was so lofty that a sensible man could only admire it and ignore
it.
Moreover, the apology for painting also reflects a kind of servitude. In the subject matter of scholarly rebuttal, as in other types
of warfare, we often come to resemble our enemies. Junius' tributes to art evidently take shape from the nature of the opposition, from his attempt to meet a vast indifference with a transfiguring zeal.
In this respect he anticipates much of the aesthetic discourse
of the next century. The development of English writing about
the arts was determined largely by theories designed to counter
three indictments: poetry is immoral; the skills involved in painting are manual; music is an idle (or sacrilegious) amusement. As
a result, critics throughout the seventeenth and eighteenth centuries are likely to argue that poetry is supremely and primarily
moral, that painting is the result of intellectual contemplation,
and that music is important (or holy) work. Whatever the rights
and wrongs of these arguments, critical debate was founded upon
them. Only when painting had acquired a place of its own, its
own appropriate respectability, could the successors of Junius relax their pretensions and begin to speak as equals to equals, as
men to men.
5
The Painting of the Ancients began as a collection of classical sayings. George Turnbull's Treatise on Ancient Painting (1740)
17 Cf. An Apology for Poetry, ed. Geoffrey Shepherd (Edinburgh, 1965), pp. ioa103, on the third sort of poets and painters. As an authority on the first sort
(vates) Sidney cites Franciscus Junius the Elder.
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began with fifty engravings of classical paintings. By 1740 critics
and historians of art did not choose to follow Junius into his
microcosmic spiritual world. Turnbull presents himself as a practical man who will be content only with the evidence of his senses.
He had taken immense pains to reproduce ancient paintings in
good style: the great collection of Richard Mead furnished archeological treasures, Camillo Paderni was commissioned to execute
the drawings and J. Mynde the engravings, and the sizes of the
originals and the places where they were found were described in
long notes.18 Nothing was to be left to the imagination. "Some may
suspect, that Men of fine Imaginations have carry'd these Arts
further in Speculation than they have ever been actually brought
to, or than they can really be advanced. . . . And in truth it is
hardly possible to set their Power, Extent, and Merit in a better
light, than by shewing what they have actually produced."19 The
written word, the thought of antiquity, are not sacred for Turnbull. Unlike Junius, he emphasizes the difference between fact
and legend, and he attempts to establish some continuity between
the relics of ancient art and the work of the best modern masters.
Moreover, his avowed aim is merely and modestly "to prepare
young Travellers for seeing Statues, Sculptures, and Pictures to
better advantage than they can possibly do if they have not previously turned their Thoughts a little that way."20 After the impassioned idealism of Junius, Turnbull seems to produce Baedekers
for Eldorado.
Yet the apparent practicality, the apparent historicism of A
Treatise on Ancient Painting are deceptive. Perhaps they are
even something of a sham. Turnbull fixes his eye not on engravings but, all too often, on The Painting of the Ancients. He appropriates Junius' scholarship, describes the same phantasmal
paintings that Junius had described, uses the same quotations to
draw the same morals. And his much-vaunted sense of history
proves to be shallow. Given no specific image to consider, no fact
or date, the reader must be satisfied with ingenious intellectual
is Turnbull's Curious Collection of Ancient Paintings (London, 1741) prints
the same engravings with a slightly expanded commentary. Immediately after
finishing this commission Paderni, a specialist in the antique, participated in the
excavation of Herculaneum (1738—). By J741 Turnbull had heard of the discoveries there, though too late to add to his Collection.
ie A Treatise on Ancient Painting (London, 1740), p. xxi.
20 Ibid., p . XV.
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parallels between Greek and Italian painters, who are paired off
and framed to emphasize their matching qualities of mind.21
The result is a verbal, not a pictorial, exercise. Turnbull knew and
approved of the work which Joseph Spence was then engaged in
and which would culminate in 1747 with Polymetis: or, An Enquiry concerning the Agreement Between the Works of the Roman Poets, And the Remains of the Antient Artists; and one
might maintain against Turnbull's history what has been objected to in Spence's: "that he made no inquiry as to the age of
a work; that he did not recognize ancient art as a result of the
gradual development of successive types which more or less fully
represent successive periods of national culture and thought; that
he made no distinction between schools or between types of art."22
For Turnbull as for Junius the idea of ancient painting, its use
as a standard for purposes of instruction, remains far more important than the quest for an authentic and accurate history.
The difference between A Treatise on Ancient Painting and
The Painting of the Ancients, a difference which also illuminates
the century that separates them, must be approached in another
way. Both works consider similar materials, and both subordinate painting to a theory of education and to moral philosophy.
But each author had been prepared by his whole career to conceive of his work in terms individual to a special time and a special audience. Junius, immensely learned, scholar and son of a
scholar, was brought up to be the elect guardian of philological
treasures. The great object of his career, which included the first
edition of Caedmon, a Gothic glossary, and the collections for
Etymologicum Anglicanum, was to restore obscure and forgotten texts to the community of his fellow humanists.23 He spoke to
a very few in a language that few were intended to understand. In
compiling The Painting of the Ancients, Junius had rescued the
21
Turnbull's comparisons are discussed and criticized by S. H. Monk, The Sublime (Ann Arbor, Mich., i960), p. 179.
22
Austin Wright, Joseph Spence: A Critical Biography (Chicago, 1950), p. 112.
23
See E. N. Adams, Old English Scholarship in England from 1566-1800 (New
Haven, 1917), pp. 70-71; D. C. Douglas, English Scholars 1660-1730 (London, 1951),
pp. 64-65. Among later beneficiaries of Junius' industry were Samuel Johnson, who
praised his learning but not his judgment in the "Preface to the Dictionary" (1755),
and Jacob Grimm, who used his manuscripts. It has been suspected that Junius
introduced Milton to Old English poetry; see, however, B. J. Timmer, The Later
Genesis (Oxford, 1948), pp. 60-65.
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dignity of painting from the ignorant multitude, and from paint
ers themselves: "These Arts were in times past studied with much
respect; but now . . . all goe to it without any reason or modestie"
(201).

Turnbull, on the other hand, spent much of his life educating
the public to trust in its own common language and common
sense. One of the first though not most prominent of the Scottish
philosophers,24 he labored to show that natural philosophy and
the arts, which teach men the operations and appearances of
things, could also teach men the common sense of virtue. His
major work, The Principles of Moral Philosophy (1740), pub
lished the same year as his Treatise, tries to persuade readers to
look away from perplexing words and mysteries, and towards the
human nature that everyone can recognize. Similarly, in the
Treatise his historical enquiries are "chiefly intended to prepare
the way for a philosophical Consideration of the fine Arts; . . . it
is shewn, that good Taste of Nature, of Art, and of Life, is the
same; takes its Rise from the same Dispositions and Principles in
our moral Frame and Make; and consequently that the most suc
cessful way of forming and improving good Taste, must be by
uniting all the Arts in Education agreeably to their natural Union
and Connexion." 25 As a professional teacher, Turnbull wishes to
inculcate the minds of young men not only with the principles
of virtue but with the images and pictures of virtue. He is train
ing not learned painters but receptive audiences, and therefore
he reads paintings as if they were primers of morality. What are
all the arts, he asks, but means "of impressing on the Mind some
useful Rules and Maxims for our Conduct, founded upon Na
ture's Laws and Connexions, by such Representations of them
as are most likely, in Consequence of our Frame and Constitu
tion, to find easiest Access, sink deepest into, and take firmest Hold
28
of our Hearts?"
The contrast between Junius and Turnbull is exemplified by
their descriptions of the famous painting by Aristides of Thebes,
2* T h e influence of Turnbull (1698-1748) on Thomas Reid is discussed by James
McCosh, The Scottish Philosophy (New York, 1875), pp. 95-106, and S. A. Grave,
The Scottish Philosophy of Common Sense (Oxford, i960), pp. 6-7.
25 Treatise, p. xxiii.
2β Ibid., p. 180.
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"an expugnation of a great and populous towne."27 Although
Junius' portrait is drawn from Pliny, it has an extraordinary visionary quality that is all its own. By stringing the violent details
of the rape of the town into a single Faulknerian sentence that
covers most of four pages, by choosing graphic images and headlong prose rhythms, he whips up a sort of hysteria. Only with an
effort can we detach ourselves from this hysteria, and understand that it is part of a deliberate program. Junius has set out to
stimulate the imagination, even at the risk of overstimulating it:
"a perfect and accurate admirer of Art is first to conceive the true
Images of things in his minde, and afterwards to applie the conceived Images to the examination of things imitated" (65). Thus
lovers of art should be "studying alwayes to enrich their Phantasie with lively impressions of all manner of things" (67). Junius
wants us to lose control, wants us to be abandoned to all but the
imagination. By exercising our fantasies, we enter the world of
images that lies behind creation; we join the elect; we appreciate
the creative mysteries of a work of art.28
Like many of his contemporaries, Turnbull considers the workings of the imagination a threat as well as an aid to learning. Since
painting is a language, and the arts "so many Methods of conveying Truths agreeably or strongly into the Mind; or of exciting
our Affections by means of Ideas fitted to move them,"29 only true
and perspicuous images must be chosen. Turnbull's summary of
Aristides' painting is brief and chaste. Moreover, he carefully
prefaces it to emphasize, not the glories of the imagination, but
its usefulness: "What cannot Painting teach or express in the
most forcible Manner! For see there in another Piece the Constancy, the Serenity, the Fortitude of Heroes."30 Instead of promiscuously multiplying visions in the unreined fancy, the teacher
selects a few details conducive to virtue, and conveys them painlessly into his student's mind. Junius' description encourages us
2
^ Junius, Painting of the Ancients, p. 69. T h e subject, popular with artists of
the Italian Renaissance, derives ultimately from the story of the storming of Calydon
in Book IX of the Iliad. Junius' immediate source is Pliny the Elder, Naturalis
Historiae, XXXV, xxxvi, 98-99. Cf. Quintilian, Institutio Oratoria, VIII, iii, 67-70.
28 T h e most detailed study of the wedding of classical pictorialism and Christian
aesthetic theory, with specific reference to Junius, is Jean Hagstrum's The Sister
Arts (Chicago, 1958), chapters H-IV.
29 Treatise, p. ix.
so Ibid., p. 150.
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to forget, Turnbull's to remember, our own common human
nature.
A philosophy based on human nature, however, was a philosophy of art that eighteenth-century readers were prepared to
understand. The microcosmic order of The Paintings of the Ancients could be made intelligible to Turnbull's audience only
after it had been domesticated into a more immediately accessible form. Thus Junius' slow search ending in an idea of perfection yielded to Turnbull's tidy chronological chapters ending in
modern times. Junius, like one of his own ancients, had come
to seem a remnant of the mysterious and legendary past. Readers
no longer wanted a text that had to be penetrated layer by layer,
until one reached a sanctum of ideas too refined for any painting
to contain them. They wanted a criticism specific to painting,
in a form that proceeded step by step until the last mystery had
been dispelled.31 And they did not want to be involved in the
act of creation, nor in the dreams of scholars.
Yet A Treatise on Ancient Painting did not supplant The Painting of the Ancients. Turnbull aimed his work at the common
reader, but the common reader was not at all interested.32 If the
world of the Renaissance humanist had passed, the eighteenthcentury historian of art had yet to make a world of his own. The
conversation Junius initiated still used the words and the research of Junius. Turnbull added a dollop of fashionable psychology to the microcosm of classical learning, and he began to sketch
a modern canon to match the ancient pantheon of artists, but he
had not written a proper history of painting, nor had he found a
principle of order as fascinating as his master's. Junius remained
the leading authority; to exceed his philosophical devotion to the
idea of painting was impossible. What had yet to be done was to
flesh the philosophy with information, with particular judgments, with unphilosophical truths. The new century awaited its
31 T h e contrast between the scholarly audience of Junius' time, and the more
utilitarian audience that emerged later in the century, is documented by Walter
Houghton, Jr., " T h e English Virtuoso in the Seventeenth Century," JHI, III
(1942), 51-73, 190-219. T h e Arundel circle, at whose specific request Junius translated De pictura veterum, played a leading part in the change.
32 Hogarth's print of "Beer Street" shows a copy of the Treatise being hauled to
the wastepaper man.
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