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I way not hope from outward forms %o win
The pession spd the life, whose founlalne are within,

Goleridgn, "Dejection: im Odo,™ 1l. 45-46.
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T¢ is now fairly generally acsepted that ths preatige
enjoved by the solentiMNo ohaervotion of nature ss a bHesnch of
Tamen onqadry 1:?«?111921«:@?! styls 1u landsears palating Trom soughly

the wideol ghtasnlh »@ntu:nw i the ald-ninateenth swntury, Frofessor

Bernard Smith, in his Puponeen Ve

s snd th

Classles) tradition of londseape Palntlag gave way inersasingly

bofors demands for lees aiylised representations and & greater degree
of veriaistillituds, Tn this, the opening up of the South Pasifie by
axplovrers like Jamcs Cook played an imporiant part, The tasite for
typlenl landseape - the exact imltation of charsctarisiic natursl
Teaturas of a partieuler loenle - grew under the iaflnance of
topographical and general natural hlstory aketching, as practised
by those whose duly 1t was to record the findings of salentifis
expeditions.

Now the opening of the Faeific provids! & new world for
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tha ph&lmon%sum of pature. But 1% ves the ampirical approach
t% Sochty and not the neo-olassionl approsch of
Aesdemy which flourished under the impsot of the
m mulodgc von from the Faeific. For though the disocovsyy
of the Socliety Islands gave initisl support to the belief
that a kind of tropiocal Arcadia inhabited by wmem like Greek
Gods existed in the Scuth Sess, incroasing knovwledge not only
destroyed the {llusion but also bsoame & most enduring challenge
% the supremacy of neo-classical valuea in art cnd thought,
The effect of this challenpe iz to be observed in painting,
in pootry, in the theatre, and even in idess concerning the
nature of the universe. The opeming of the Iacifie is therefore
¢c be mumbered among those faotors sontributing to the triumph
of romantieism and scienoce in the ninetsenithi-ventury world of
‘V&lﬂﬂnﬁ
¥y own study did not, however, grov out of an inierest in
Frofessor Smith's book. I was unaware of the direct relevanse of
thiz until my own thesis wae well sidvanced. I first boecame interested
in the question of the relationshipy between sclence and sesthetios,
partioularly the formal aspect, from sn ammaintance with the writiage
of Vernon Los and Roger Fry, and from the gollection of eesays on form
edited by Lancelot law Whyie, mentioned in the FPrefaco ‘o the prosent
thesis. I vished %o establish in what way, oxd under vhat conlifions
the shange in worid-wiew that the assthetics of those writers suggestad
had eoms sbout, end how traditional forwsl asstheties had been ine
fluenged by the blologleally-oriemted ways of thinking which hed
gained suoh unprecedenicd ascendency over philesophical thought in
the nineteenth century, It seemed curicus thet the metaphor of

orgenism, alvays associete? primerily with Ronanticism, hed

1. ©Ope elt,, Oxford Fapasbacks 1969, p. 1. Uriginally
publishad Oxford 1960,
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survived the Darwinian revolution and the consequent failurs of
what is gonerally sccepied as the Housntle world-pleture, %o becone
ene of the basie principles of medern criticlsm. {?tvolutim;i:smg, on
the other baud, would appesr to be suffering an eclipoe nowedsys in
the sphere of sestbetics.) It was partly in an effort o unravel
thess tue threads of thought in periionlar, - organieism apd
evolutiondon ~« snd to megsizn Yo thele proper relationships the
idezs on forn ssgociated wilth thesw, thet researsh wae hepun,
Prinelpally, however, T was interested in the collapse of the
Demantic pelverse with ite atrong Infusionz of panenthelem end
Flatoniem, snd whai this eollapse zad the alvent of relativies and
Dzrwlnisn implied for {ormel acethedics., A changed atilinda to
forn in natural selanes, it seame? probshle, wonld engendar a
counterparty in fornal assthetics,

anal wnerged fron the s**uf?y was the fast that the lins of
influeace from She natuyal sclemeas i assthotles was by no means a
simple, direct one., The atienpt %o render 2 aloar pdoeturs of tha
reloationshdp of the two durlng the period was lnpeded by the gread
revolution cause! largely Uy the develepment hypothesis In the voalm
of natural aclence ltgell, and by the wery gradual adwance of thae
materialistic 1dsas waieh 1lod up to it Desides this, the conascrvative
#eaciionto the suggestion of evolniien foreed assthetles; 1T not
gaite to double back ¢n its bracks, at lasst to oxpend sonziderable

time Svying to refurbish outwern ideas. Hriefly, the pleturs, uhen



sinplified to a mere diagram, shows us & psriod of advance st the
boglordng of the century, followed by one of wicertainly. lasting
until roughly the '‘sevesties, and, Slpelly, with the trivuph of
ewolutionise and Biologlealiy-vased thoughki, the M1 lsent in
different terms of what had been premised at the ouiget of the
century.

A% the commencement »f the sentury, we find the Romantioes

reacting agalnal the atatly sndstic worli-view of Paley and

orthodex Yewtonlan selsnce generally., Colaridge and Yeordsworih
leansd markedly towsrds the vitellshio theorlos of redlesl thinkers
like Mampertuls end Erasmus Dervels, It was this vital, organlcisd
vieu of nature which become the basis of thelr sesthetlls, supere
sedlng to somc degroe the mechanistic Neo-Ulagsical frafitisn,

This reprecented a considersble progress, although nelther Wordsworth
eor Golerddge wes wendy to accept the radicel neu theory slss pad
forvard by Meupertuls and Presmus Darvin <~ @hint of the evolution of
species, Ultlmaleiy, ihey clung o the Wralitionel worli-viow, smd

o raditionsl susubelics. Bubl thelr assthotios erldenced a groater

62

precocupation with whal vwas new in seicmor than had hitherto appesved.
ag will be shown Jaler, the radical vitailetlic aspproagh end
the organic metaphor were both %o receds before an asathetic based by
aen interested in nore oongervative sclence on the Asgoclationist
psychiology and elassicel {especislly imiiative) theorics which wore
constantly reworked to accommodate Uhe pew ompiricisn, I¢ vas Puskin
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sbove 81l who championed this view, which contimued popular until
woll pasi the mid-cemimry. The work of lmekin end of Eastlake,

which wes on similsr lines, reflects the primary interest of the
natursl scizoce contemporary with it. Thim was the delereination

of the principles of formal cviteria in accordanco with the absolutisd
view of the univeras,

s re~omerzonce of the orzsnic medaphor, shorn of its
vitedion, and the vo-aptabliabmont of acstheties on a now blologleal
basic, uas achioved only afler the decay of both vitalies end the
sbeointist vorld-vie: and the acceptance of Darvinien in the last
dvoados of the camtury., It appesrs, then, firatiy, that while
svolutionism {lourished amenz sivangsd thinkers wserly in tho sentury,
it 444 not affect soathntios until 1% beoune gonerslly recsived
opinion late in tho sentury. While the Zomantics wero adventurous
asstheticlans for thelr duy, they drew the line at the development
hypothesis. Seocondiy, the orgsnicism the? we assoclate with ert
eriticism at the closs of the sontury and after, does not scem %o
be preecisely the organicism of tho fomantios. ¥ith them, 1t is
pre-sainantly o vitalistic {(in the sense of spirituslisfie) conoept;
with theolr sucocessors, o metaphor for argenizatisn which carvies
fau, 1f any, overtones of the mminous. Two of the problems which
motivated this study, then, disappear 1f we bear in mind that the
Rosentios, though possessing s warked sslentifio bent, were yet, on
the question of svolution, conmervative., In addition, while



evolutionism re—opened the peth for the return to the orgenie
motephor, by changlng the fundementel =ttitude inm biologicnl studies
from formel clsesificetion to the study of the function of form, it
bed also ctemped out the remnants of viteliem, so $hat the new
orzanie metsphor, ss re-introduced bw Vernon lee, Roger Fry and
others, was dlstinet in its application and commotations Prom that
employed by the Romonties, Pinelly, influence from the natural
sclencez on formal gquestions in sesthetiecs is, in feet, consistent
throughout the sentury, though not conpimtently or staticslly ferom
one sclentiflc school of thought. OChangez in selentific outlook
are mirrored in changes in sesthetic thought, and the oversll
develepments in both are somplemertary. Witk tho estrangement of
Faley's wetchmeaker from his machine end the layine of the spirit
in the sctive universe of the Romertics somes, after 2 period of
vneertaluly, the founding of 2 new relativist sesthetics of fornm,
Form no lonper finds {ts furction s the implemert of = Aivincly-
ordained symhology, but es & factor im the biologiscal life.nrocess

of an snthropocentris universe.
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This thesls contains no materlal which has been scecepted Jor the
award of aay degres oy diploma in any university, mud, to the
best of ay kmowledge and belicf, contelns ne maberizl previeusly
piblisbed or written by suy other percon exsept thabt which I have

duly acknowledge! fo the text or bibliography.
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Zaplanzlony folg

Thls thesis does not repregont em altempit ot origlnal scholership

in tke field of the history of sclense, The selensifie backgvound

on generally accepted works of hisicrisns of selence. Yo oae

suthor’s view has been adheped %o emslusively, tut the faote
presented are the result of comsidevation end couperison of the
widest possidle range of secondary materisl. In additien, warlous
Yey-works in late-olghteentl- and ninetesutb-caniury netursl sclence
have Luen comsulied, ss well =& releveui scientific articlss in the
deeding Journals of the pericds, Titlez of these ars recorded in

the potes and blbliographye
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PREFACE

in 1991 » collsction of essays, edited by Lancelot Law
Whyte, was published, outlining the new attitudes to morphologionl
studles in wvarious depertments of thousht evolved by the middle of
this century, under the influence of methodz of investisuwifon and
deseription of phenomena in the natural sciences., In his prefece
to this edition of Ag £ toxm, Perbert Read hap this clalm
to makes

sssthe rovelation that poroeeption itpelf is essentially o
pattern-selecting and pattern-meking function (e Gostalt
formation); that pattorn is inherent in the physical
structure or in the funotioning of the nervous syatemj
that matter itselfl annlyses inte coherent patterms oy
asrrangemente of moleculos; and the gradual realisation
that all these patterns ere effective and ontologienlly
signifiosnt by virtuo of an organisation of their parts
which ean enly he characterised os gapthetlc -~ all this
develeprent has brought works of art and netursl rhenomene
on to s identiecal plane of anqu:try.?

The pre-suinence of intersst in studies of forw chiove other




considerations is, of course, not the invention of the twentieth
century. It can be traced back to the develooment of interest in
the basis of classification of natural phenomena which grew steadily
during the eighteeath gentury to become one of the foremost pre~
occupations of the natural sclences in the ninetsenth, Puring this
period, foo, we note an incressing prestige in the natursl sciences
themgelves. At the beginning of the nineteenth ecentury & meta-
physically-based sbsolutist philosophy still sought to create
theories and then mould the findings of naturel science o fit
them. But as time went on, and with the coming of Darwinlan
evolutionism, this tendency gave way before the upsurge of intereat
in -a. new relativistic attitude, and increasing reverence for the
inductive method. In short, metaphysics gave way to materislism
and the desire to pive a complete explanation of the phenomena of
the universe in purely natur:l terms,.

The combination of these two elements - formalism end
the derire to explain everything simply in its relation to the
natural order - had important results in all departments of the
aesthetic thought of the period, especlally, perhaps, in the
psychological aspect of aesthetics, While the immature state of
the psychology of the period did not allow advances in aesthetlies
beyond a certain point, it is possible to discern in the work of
such aestheticlans ss Vernon Lee and Roger Fry (the work of the
latter actually falls weinly within our own century) the first steps
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towvard the position now taken by thinkers like E, i, Gombrich and
fndolf hrshein. In foousing attention strietly ou form ond on the
mental and emotional states connected vith sesthetie pereeption,
they helped to pave the way for the nevw atiitude o form that could
only come to full maturity with the development of the Geaislt theory
of paychologys '

in the following chapters, the develomments which culmin-
sted in the work of Vernon Lee emd Ropger Fry are trsoed from thelr
nost immediate origina, It ig possible to diatingnish in the
writines of rmost mineteenth-century asesthaticiens precempations
of u tyne to be expected from a concideraiion of the twe main {rends
of thought mentioned ebove, Contimously, threughout the century,
there 1e & movesent towsrds the shedding of the philosophically-
or religiously-founded and the clss

wioal formalist zeathotic
traditions in Ffavour of the adoption of more scientificelly acourate
methode of secathetic logislstion, it first, the attempt takes the
form of 5 desire to eling oclosely to what sclentific obsmervation

con show ue of the triths of netaral appearsnoes, ond this is

pursued to the point of bocenming prejudieisl to the achisvement
af

Dariinien - the coming-of-age of sclance 1t clnost seems — o

of an adequate sclence of assthetios. But with the edwentd

new, more deaply-considers? and oritieal appreosch to the develop-
ment of sesthetic science is dlseernible. These more mature
offorts implemented %uwo of the greutest uchievements in nineteenth-
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century thought -~ the idea of organiecism and the evclutionary
hypothesias., The aesthetielans who took ur these lines of enquiry
made more than the relatively naive use of them that had been the
lot of the sttitudes to description of natural form imported into
sesthetions from the natural sclences esrlier. with the slosing
decades of the century comes the realisation of the walidity of
purely formallst studies as the ocore of sesthetie seience and the
recognition of the world of art ss an autonomous one, funetioning
in accordance with its own natural laws. If this did not as ged
quite bring works of art and netursl phenomensn onto an identicsl
plane of enguiry, it brought them mueh closer together sud wuch
more n:early aligned in {o their frue relationship thsn bad been
the case under the classicsl tradition, when sesthetics was still

& minor branch of philosophy, and art the imitation of natuve,



rablished 1204-1912, and still the standerd work in ite field, J. T,
Hers ropeatedly stresees the tendency towar? unity of thought in the
nineteentt contury. For example,
«oolnglond hse for the first time in her history produced a
system of philosophy = that of M lerbert Spencer; and this
vith the distinct understanding that the ebject of philosophy
is tho unification of kmowledge.
evstithat our century hes done is thiss it has worked out...a
clearer view of the correct mothods for cxtending knowlodge,
and a pemliar conception of its pessible mﬁty.1
It wan not, hovever, threugh the offioces of Spencar's philesophy
alone, pocular though this was in its dsy, that the meet notable
attenpte at unificotion of thought were to come, In this, he was
overshadowed by the schievements of his greet contemporery in

biology, Charles Dsrwin. It was Pexwinism, that is to say, the

1 GOp. @itu’ Kew York 19655 Yole I. Bl éﬂp 2.



implications to be drawn from Darwin's theory of evolution by
natursl selection and the pattern for enquiry set by his seientifie
methods, that infiltrated other areas of thought and gave rise to
new trends of approach. This fact was acknowledged by the Victorians
themselves, G. J, fomanes, in
Zyplution, remarks,

eesit 18 generally recognised that the Srixin of Snecies hes

protuced an effsct both on the sclence and %he philosophy of
our age which ls without a parallel in the history of thoughts...1

llowever, Darwiniam was not the enly natural scientific
factor to affsct philosophicesl thinking. Ths century witnossed as
well a great revolution in gevlogy and attacks on the belief in
vitalism, This is to single out only three of wmeny major upheavals
in the scientific thouzht of the time, but those three seem most
relevent tc the subject under dlscusasion at present, that is, changes
in aesthetic ideas about the significance of form,

If 1t is true, as derzs claims, that the tendency in the
nineleenth century was toward uniily of thought, that is, towerd the
development of & unified eonception of the world in whien philosophy
harmonises with the findings of solence, it should be pomaible to
demonstrate in the cmse of any one idea in philosophy thet it was,
at the least, oonsonant with contemporary views in science. Thise

1¢ Upe c¢it., London 1382, Pe 1o
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ie more especially possible in sttempiing parellels between the
world of sesthetic thought and the world of the natursl sciences,
T. Ho Huxley, in hig essay, "Owen's FPosition in the History of
inatomicsl Sclence,” refers to "that ocapacity for exact observation

which is the foundation of both art end acianca."1 sgnes fLrber, in

s & Stude of o Bioloeiotle Standooint, notes
that "The morphologist's standpoint is set midway betweon that of
the mechanistic sciences and of the arts....“z These opinions
would tend %e suggest that we might reasonably expect esestheticians
and biologists to possess something of the same attitude of mind to
the world of natural objects which is the basis of both the plastic
arts and natursl acience., Further, with this common are=z of
interest ackmowledged, we might expect aestheticians to be influ-
enced in asome way by the findings of thelr counterparts in the
seiences, That this is so must be obwlous to anyone whe has read
the works of writers on sesthetlos who also practise in the plsstic
arts, such as Sir Joshue Reynolds or Zir Charles iastlake. fLnd
scientists have diaplayed, at times, the reverss process: Sir

Charles Bell, famous as a physiclan, wrote & hook on the snatomy

6ty by Richard Owen, London

1894, Vol. 11, pe

2. Ops cit., Cambridge 1954, pe 125.



of human expression, as a guide to painters and sculptors, as well
as contributing an essay on the Imimen hand to the Bridgewster
Jreatipges. The artdstic talents of von Humboldt are another
obvious case of this dual faculty.

But it is not merely - or even largely -— a common
interest in the anatomy of the human figure and natural objects
generally that forms the link between the nstural sciences and
aesthetics in the nineteenth century. The general methods and
leading ideas of natural sclence at different times and in varying
ways and degrees have played their part in determining the drift of
aesthetic thought. This is nowhere so evident as in the hige
interest in the aesthetic theory of form which can be seen through-
out the period, culminating, significantly, in attemptas to build a
whole sclence of asesthetics on a notion of the perception of form,
It is the history of this interaction of the natural science and
sesthetice of form, particularly with regard to the light this
throws on aesthetic ideas of the significance of form in the
natural world, that we will now consider,

As wes said before, the three major influences on
aesthetic ideas of form were changes in the way of thinking about
geclogy, evolutionism and vitalism, It would appear, then, that
& brief sketoch of the progress of these three interests is the
next step in our exposition.



Seology

One of the first facts that eprings to mind shout the
nineteenth century is its oft-proclaimed failure of faith, &s the
century opens,the world picture is still the typieslly eighteenth-
century one of God directing the workings of his marvellous machine.
The universe runs regularly, sccording %o the natural lews of the
God who oreuted it, and the beauty and wise plamning of the objects
in the natural world signify to men his benevolent providence.

Thie is the view -~ well kmoun - of Willlem ialey, whose
Batursl Theology &nd Xorkg went through, literally, some dozens

of editiona up to the 1820's, In the 183C's, Faley's works were
replaced in the cenires of hLigher learsing by the ermons of Bishop
Butler, through the influsnce of the anti-Utilitarian, idawm
Uedgwick. It wes st sbout this time, 1834-36, that the Bridsewater
ireatiges, commissioned in 1825 by Francls Egerton, farl of Bridge-
water, began to appear, proving the powsr, wisdom and goodness of
God in mattere as diverse as the physical laws of the universe,
digestion and the design of the humen hand. The ideas of Psley,
Butler, and their followers remained porular through most of the
century, but by 1270, even raley had o be brought up to date to
include the newest findings in the natural sciences, and ihe sober-
minded took natural theology less and less seriously as time went on.



Geology was perhape the first sclence to shake the
foundntions of belief ln the benevolent, purpoeeful ereation.
Lefore 1t could 4s this effectively, of course, it hai to shake
off its own supsrostural beginnings. Until 1795, when Jamee
Hutton's Theory of the Eerth sppesred, the first work te describe
the crestion of the present state of the globe es having been
brought about by & serles of gradual changes due teo natural causes,
the entire British geology wes based, ultimately, on Thomes Purnet's

fecording %o Purnet and his followers,

God had crezted the earth gbout 4000 P.C., and all geologicel
phenomena, such a2z fossils, fanlte in strutificetion and mountain
ranges, which vere not then produced, were te be aceounted for by
the netion of the later Yoachian deluge. This theory, advocsted
strongly by lobert Jameson, professor of natural history and keeper
of the museum in #dinburgh, held such sway over the minds of the
British geologists that Hutton's theory gained very little soceptancs
for some considerable time, ilso influential in retarding the
scceptance of Hutton's theoery was the tremendous prestige of the
cutastrophist and Neplunist, ibraham Gottlob Lerner, who maintained
thal 211 rocks were derived from sedimentary deposite by weter,
These togethor combined to establish what were to be the two main
beliefs in geology up %o sbout the 1830's: that geologlioal changes
were due % aelither catastrophes - bhrief, violent upheavals -
or to the deposit of sediments by water. Hilton Millhauser, to



to whom 1 am partly indebted for this sketch, writes in his Jygt
Before Daruin hey hegbers snd '‘Veatiees', that British geclogy
at this time

ssodorived not from field studies (which simply imposed the
neceasity of constant revision) but from revelationy its
logic and its principles were the sutgrowth of uncritical
assumptions, Even after it had partially disengaged itself
from ite Serlptural involvement, British geclogy wore the
mark of its origin in its inherent tendencies and fundamental
form,

1

Furthermore, it ocontinued to be argued that God's hand guided 211
the works of creation, even though it now appesred that he had
caused not one flood, but meny.

But the theories of Heplunism and Catastrophism did not

go entirely unopposed. Hutton's Iheory of ithe Earth was not only

Uniformitarian in approach, 22 has been mentioned above, it was
also Yulcanist or Flutoniet, that is, it emphasised the importance
of heat, 23 well as water as an agency in the formation of the
earth's crust. ibove all, Hutton saw the processes of geology as
involving lemessursble lengths of time, &8 his much-quoted conclu-
sion showst "...we find no vestige of & beginning, -~ mprespect
of an end," But the acceptance of Mutton's theory was only very
gradual., Els asdvocate, John Flayfeir, through his Illustrstions of
b which wes published in Fdinburgh

1e Op, cit., tiiddletown, Comnectiout 1959, p. 41.



in 1802, succesded in popularising his theory to some extent, and
“illiem cmith's stratigraphic map of Great Sritain, published in
1815, oconfirmed the details of 1i; but even after about 1810 when
dutton was veginning to be accepted, the oppositiony which had been
initiated by "dchard hirwen in 1793, continued, Uniformitarisnism,
with 1ts disclosure of the great age of the earith and its limited

and remote involvement of the creator with his world, did not reslly

come intc its own befors Lyell's classic [

ples of Gealoery

{inally appesied in 1830,
But the general progress of geology was bringinz to light
dizorepancies between seoripture and the empiricesl findings of the
science. This gave rise to a serles of attempis to reconcile the
scriptural with the geologiesl record. This was bsgun by arehblshop
cumner of Canterbury in 1816, with his

Srestion, l'ven with the coming of Lyell's [ripoiplaes the Scriptural
geologists were not to be sllenced. if anything, this seemingly
complete victory for uniformitarisnism spurred them to atill greater
efforte, tor were these attempls % reconcile geology with serig-
turg confined ‘o the backward and uninformed, Reputable and prowin-
ent geolégisté’ such as Sucklsnd and Uonybeare entered the arana, aﬁd

the suestion was cxamined in several of the frldes

4,":;, -r Ry w.v,., iRt ~< G

This matter has been explored by C. 7. Gillispis., The details of

1

1. Genesis und Geology, Vol. LVIII of the Harvard
Historical Studies, Harvard 1951.



the dispute ere unimportant for the present thesis, though a fasein-
gting study in themselves. Here, 4t is enough to remark thet from
the eppearence of Lyell's book in 1830 to thst of Robert Chenbors'e
z of Crgetion, forty or more wrilers
attempte? a reconeilistion of the two zonfileting glania. The

eppenrence of Yeatigeg sesus to huve iniensified the fermont caused
by geclegical undermining of scripture, even though Chembers offered
nis views én a opirit of purest pioty, for over sixty books on the
mubject appeared between 1844 and 1859, the year of publication of
the Oxdpdn of Spgaigg. It wes this later perlod thet sew the
emergence of books by such prominent scientists ae Adem Sedgwiok,
#1411 8m Whewoll and Hugh #iller. aAfter 1859, the guestion contimed
to he ergied, tut more snd wore ground was cedes i science, It
became less and lose imperative to insist on God's role in the
erestion, and the fundementelists eventuelly dwindled from vwiew.

Neptunists snd cotastrophists set themselven n task
wvhich ultimately proved self-contradictery., They accorded
complete philosophic validity to whatover results Paconisn
induction might bring them; end they also vequired these
rosults 45 display the structure end development of the
material world as the history of an intending Providence
with a moral purpose, as physical evidence not only of God's
power but of s will snd Hie i{mmediacy. fHowever firmly they
might insist that Genesis was not designed to teach the truthe
of scienve, or the Geological Society to teach the tiuths of
morality, still truth, as Szigwlck felt, could not be ineon~-
aistont with itaelf. The cantral thread ¢f interpretution
became {iner and finer, (ne by one its strends were broken
and the weight of demonatration put upon these remaining ~- the
six days of creation, the six-thousand-ysor span of earth
history, ihe birth of sur present globe in & primeval diluvium,
the antiquity and sriginal parentage of spoeles, the dynsmioal
officacy of divinely ordsined cataclysms, the floed itself.
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#4nally the conoe;tion of a divinity who must contimually

interfere with his arrangements in order to prove himself a

governing foroe depended on the immtebility of different

manifestations of life. ihis was the cne remaining strand,

fublicists of the school of theologioal science rushed %o

hang upen 1t, and of course they hangud themselves with ﬁ.t.1
This brings ue to the discussion of "?;hé next of our thres scientific
usetionss the progress of evolutionary theory in the nineteenth

m@lﬂ.

Zyelution

tienlogy, (including pelaeoniology) if it had ackieved
nothing else, would still hove mode ¢ very prest contribution teo
evolutionsry sedence in esteblishine the onormously lsnsthened
tine-nenle moeded to it in the huge mumker of alight mutations
that brought ebout the develomment of the various species secor-
ding to Darwin's theory of evolution., It served Dawvin, foo, Ly
establiphing o record of fossil forms of 1ife out of which
genenlozy of speclos could be drewm, The theory of evolution or
trenaformation of spscles wes not original, of eourse, with Chorles
Garwin., Theories of ewolution had been inoun te the ancients, but
the first modern figure to be oreidited with anything like & cohorzat
{though extremel
historiens of sclence prefer to begin the history of

y speeulative) theory is Charles Bunnet. Host

fs Upe. olt., ropr. os Harper Torchbook He. 51, few York
1?59’ Die 11{%7:



modern evolutionary theory with the posthumousiy published Igllismed
of Benoit de %afllet, but Bornet's views, if not precisely evolut-
ionary in the modern sense, 2t least bad many feetures which pointed
the way towards the ideas of later evolutionists.,

Sonnat, & {irm believer in tha benevolent providence of
God, thought that nature was ever moving toward a higher gosl, ihils
goal had zlready been remched on otiher planets, where sensitive
plants, talking animals snd engelic humans existed. le believed
that the formss of animals were in the beginning guite uniike what
they now appear, but have sltered through a geries of stages of the
earth'a develorment., Uach stage wae terminated by & natural catas-
trophe, the last being that wileh destroyed the sarth bafore the six
days of creation refarred to in the book of Hoses. Bonnet's idee of
the "Great Seale of UJelng,” in which no epecies is sharply defined,
but sll shade into one another, was also a pradispoging factor
toward the later notion of matebility of species.

Far more fentastic then this sceount «- and Intention-
ally so ~-- wss the productlon of de nagllet. in bis jgllismed,
piblished in 1748, he pute forth the view thet all land life is
derived {rom previous aquatic forms. ilan is derived {rom mermen
ag is evidenced by the iale of & traveller who iiad seen the reverse
process in action -— a tollender who had beccue a "ses-man" and
who was covered in scales and had honde like Dins.

fut other, mors sober ciforts st schieving e satisiactory
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theory of evolution were soon %o appear, In 1751, rierre-Louis
Moreau de aupertuis published his Systéme de paturs under the
psendonym of Dr Baumann of Lrlangen., His treatment of evolution
wes not, like de Haillet's, as literary fentasy, but as a biological
expogition of the mutability of specles, Though still speculative,
it can be considered the first sclentific treatment of the ldea.

It was Maupertuis's work that prompted Demis Diderot to
develop further some similar speculations of his own. These had
appeared first in 1749 in

yeurles, but were more
fully presented in his fengees
1754, As Fillhauser remarks, the view of Maupertuis and Diderot

esswWas congenial to the spirit of a eulture that had fathered
the "Great Chain® congept and ecould tolerate a mechanistic

view of man; it might encounter theological censure, but not

a pervasive intellectual antipathy springing out of the very
roots of the age., It was — ocutside of solemn =nd officlal
e¢ircles - favoursbly received; emong the philosophes and
literati of the Enlipghtenment, it had its audience and won

its friends, The chief obstacles to its success (sside from
i1ts frankly hypothetical character) were techhical: an
arbitrary and archaic theory of heredity and the rigid linnsean
clageificontion of species....By the end of the century,
evolution had attained to something like a minor vogue in
France ~- the vogue, of course, of an interesting and attractive
speoulation that could hardly pretend to proof; 1in England it
was at least tsken seriously, recognised as & possible conclu=-
gion of modern scienoa.1

1. Ops cit., ps 64e & mechanistic or materialistic view
supposes that the universe, organic and inorganie, is composed of
perticles of matter having the power of self-movement, The implicat-
ions for transmutation of specles are obvious, "What is there to
prevent these intelligent and sensitive elementary perticles from
varying infinitely from the order which consiitutes the specles?"
Denis !):l.derot, Qevres complatea, Vol. II, pp. 45-49, trans, in

He W. Fiper's The ictive Upiverse, London 1962, p. 20,
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In England, it was certainly taken seriocusly by one of the
foremost men of science of the day, irasmus Darwin, grandfather of
Cherles Darwin. E£rasmus had probebly been influenced by the writings
of Georges-Louls leclere, Comte de Euffon. Buffon had hinted ironic-
ally that species might not be immutable, but evaded coming into the
open with a full-blown theory of ewvolution, Dut the hinte were
apparently enough for Darwin who devoted a chapter of his Zoongmis,
1794~96 to the subject. His theory alsc appeared in the notes to

: of Hature, his two long poems, the
latter of which was published pomthumously. Like Maupertuis, Uiderot
and Puffon, Darwin was & mechsnist or materialisi, (though nowadays
we woull think of him az » vitalist, as will be explained latar),l
and he believed that

vee8ll animals have a similar origin, viz. from 2 single
living filament; and thet the difference of their forms znd
qualities has arisen only from the different irritabilities
and sensibllitles, or voluntarities, or associabilities, of
this original living filament, and perhaps in some degree from
the different forme of the particles of the {lulds, by which
it has been at first stimulsated into activity, An? that from
hence, as Linnaeus has conjectured in respect to the vegetable

1« Darwin believed in s "spirit of animation” or "animal
life which mankind possesses in common with brutes." Zoopomis, London
1794, Vol. I, ps 109, e professed himself ready to accept that
powers such as gravity, mapnetism, :=te., might be "matter of a finer
¥nd," and that the ultimate cause of all motlon was immaterial,
i.esy God, It is probsbly wisest to think of most "materislist" or
"machaniat" theories of this time, before the question was zettled
by acourate experiment, as st least easlly rsconcilable with vitalism,
The Romanties, especlally Toleridge and Wordsworth, apparentiy found
them so. See H, W. Mper, op. clt.
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world, it is not impossible, but the greai variety of the
species of animals, which now tenant the ssrth, hay have had
their origin from the mixture of = few natural orders.ﬂ
Zoongmia had a considersble success, was translated into German,
French =nd Italian snd was "honourel by the “ope by beinz placed
in the lpdex fxpurgatorius" s= his grandson, Charlee, observed.
But 1t also drew forth, within four years of ite appearaznce, Thomas

Brownts (

he Joonomle of Lresme Jarvip, condeaning

Darwin'e work for itz materielism, Fngland had just witneszed the
exceases of the French revolution, end anything that smelled of
YFrench materislism” or ""rench atheism " the doetrine behind the
revolution, was nervously rejected. Just how suspicions the Uritish
becane of materizlism is obvious when we consider that the introduct-
lon below was needed to recommend a traneslation of the Apimal Bingdom
of Cuvier, anti-evolutionist and vitellst though he was:

«s+& charge hes been brought sgeinst zoologlesl sclence as
delivered to us by the sgavans [#icd] of Germany and France:

it 1s eseerted thal it his been made a vehicle for the insid-
jous polson of infidelity. 7That it has no naturel sdsptetion
to such en end is certain, that it hag Yeen perverted tc such
& purpose, is, we fesr, too true. Our suthor at least, in our
minds, stends clearly scquitted of such a charge, but his
views of science have been distorted by others te the prejudice
of religion, a distortion which has, perhaps been facilitated
by an occasionnl want of precizion in his atyle, 1t has been
our partienler cere in every individual instance of such
perversion, to show its utter inepplicability tc such an end,
It is not the heavens slone that "declare the glory of Cod,"
nor the firmament only "which sheweth his wondrous works,"

1. Opes cite, pp. 498-09,
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His omnipotence, wisdom, and his superintending providence,
are ccually manifested in the weanest worm that creeps wpon
the sarth, and irn the lowest of the radiated tribee that
slumber in the corsl cavee of the sea.

1
Brown's book plus some unfavourable reviews turned the tide =zgainet
Zognomia, and by the second decade of the next century, Garwin's
works were largely forgotien.

But, in addition to Lanmmrck in France, whose work pzined
little acceptance due to Cuvier’s hostility, further spseulators on
evolution appeared. Three wore phyeicisns ook up the thread, The
first of these, “1llium Charles r:'ellﬂ.’ sugrested that variation in

characteristicas such as immunity to disease snd skin plgmentstion

might be the result of natursl selection, william Lawrence nublished

in 1819, in which the characterdietics of man were shown to be the

result of sslected breeding, Unfortunately, Lawrence evinced no

respect in it for the csteblishment and the book was suppressed,

having crested a comsidersble furore. J. (. Frichard's Bgscarches
cind, 1813, put forth theories

ginilar to those of Vells and Lawrence, hut by the third edition of
the book, 1836-47, ‘richard hsd retracted the portions on natural
selection,

Thug the status of evolution hsd not greatly changed up
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to the time of the publication of Hobert Chembers's Veshiges of the

it was “n the airy" 14 was a
specuilation unsupported by evidence, but respectsble enough us
aciaentific theory to ¢all forth repuler refutstlon firom orthedox
scedentists, and plquant eneough in 4te implioations to ramain a
source of never<failing interest i{o the general reader. “hen
Jostiges appeared, the firsi considerable attemnt to set out the
theory and zdduce evidence sufficlent for 1ts preoof, the reaction
to it was overvhelming, Ik spite sf the slety of its authoris
pregentation, the book was censured for 1ts godlessness, Yetl
Chembors's anxlety to avoid this probably helped get the book its
very uwide hearing., It was a ghoeldng theory, yei offered as recon~
cilable with & benevelent providences

The system of usture assures ug that beuevolence 1z a
leading principle in the divine mind, But that syatem is at
the esame time deficient in & mesns of making this benevolence
of invarisble operation, 7o reconeile this fo the recosniged
character of the Lelty, it ls necessary to suppome that the
present system is but a part of a whole, a stage in & freat
‘rogress, and thet the fedress is in reserve. /Another argument
here occurs - the economy of nature, beautifully arranged and
vast in 1ty oxbent as 1t i1, Joss not satisfy aven man's idea
of what adght be; he feels that, 1f this multiplicity of
theatres for the exemplificaiion of such phenomens ag we ses
on sarth were to go on forever unchanged, it would not be
worthy of ihe Selng eapsble of creating 1t, 4in endlsss monotony
of human generations, with thelr humble thinkings and Zoinge,
teemg zn objest beneath {hat august Belng, But the mindane
economy nmight be very well ss a portion of some grester rhemomenan,
the rest of which was yet to be e:valvod.1

1« Ope cit., The Victorian Library, Leicester 1965, p.3%5.
(Reimpression of first edition 1244.)
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In spite of its many errors in points of fact, its ridiculous
examples of "spontaneous generation," and the able and persistent
opposition of Hugh ¥iller, Vestiges went through four editions in
six months and ten editions in ten years, selling nearly 24,000
coples. It wes translated into German end Duteh, but shove all, it
helped clear the way for Darwin'e Urigin by fending off the first
cold blasts of the reviewers and stirring up the already amouldering
embers of interest in the topic of evolution,

Darwin hed spent twenty years on his notes and was still
unvilling to publish when news came of momething he had been dreuading
all this time, Alfred Russel Wallace, an ¥nglish naturslist in
Malsys, wrote %o Derwin setiing forth his own similar theory for
Darwin's comment. But a compromise was effected. 4 joint memoir
by Darwin and Wallace was read before the Linnaean Soclety on July
1, 1858, Neither naturalist was present at the meeting &nd the peper
raised no discussion. But with the publication of the Urigin over
& year later, the atmosphere chenged dramaticslly, The book was
popular ~ for s scientific work -- and, Gertrude fimmelfarb notes,
by 1876, when the Darwinisn "revolution" was pretty well completed,
it had e0ld 16,000 aoples.

1
But this is the positive aide of the pieture, The theory

don, New York 1959, p. 243.
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had to overcome considerable oprosition before it gained the wide
aceeptance and prestige 1t later enjoyed. In this, Derwin wae lucky
in having as his chempion, T, H. Huxley. By means of artiecles snd
reviews, no less than the famous clash with Wilberforee, Uishop of
Cxford, he put down the angry objections which the Origin, predioct-
ebly enough, had raised. is Alvar Ellegird, in his Jaryin snd the

G R notes, the Origin caused alarm on two heads.

*
klthough the descent theory, according to larwin, could be reconciled
with bsnevolent providence, it was now possible to explain the
creatures of the patural world as produced by accident, and there-
fore not due to divine intention or design. Secondly, the modifi-
cations that produced the diversity of nature might be thought of as
merely due to the opsration of natursl laws without God's inter-
vention. For the reconcilers of scripture and solence, the final
thread had snapped.

But the triumph of Darwinism by the 1820's d4id not mean
only the death-blow to serious sttempts to prove benewvolent desipm,
It brought a great weight of prestige to twe still-new approaches
to selentific thought. These ue?e the limiting of enquiry =snd
draving of conclusions to matters of fact which could be empirically

confirmed, and the use of field siudy and experiment as the prime

. 1e Op. cit., Sothenburg Studies ip English, Vol. LXIV,
No. 8, Gothenburg 1958, p. 127,
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method of enquiry. In other words science became finally -ls-
entangled from metaphysical speculation. From science, these
trerds spread by wsnalogy into other sreas of thought -~ eventually
into asesthetics, Furthermore, there now arose & new aktitude to

the cuestion of form. Frevious to the Upleglp there had been intense
interest in description (morphology, comparative anatomy and cless~
ification.] liow form and interest in form were seen as products of

the common life-process.

Yilallsn

tnother factor that assisted the recession of metephysics
from celentific thought was the gradusl dissppearance of vitalisa,
Vitalism hes a long history, reaching back as far as Aristotle, but
for the present purpose it will be sufficlent to begin with the
reaction of the French thinkers, Maupertuis and Diderot, againat
the ligwtonian theory of the inertness of matter, DUiderot's views,
expresaed in H8ve d'Alembert and De
were besed on those of Maupertuis, Uiderot was ready to concede,

though with some reservations on religious grounds, thal Ur Zeumann's
(Maupertuie's) active, sensitive particles of matter might explain
u,,.the most incomprehensible mystery of nature, the formation of
enimals, or more generelly of all organized Godiss...." But
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eesWe ure surprised that the author...hss not ssen the terrible
consequences of his hypothesis...l ask if the universe, or the
whole collection of feeling and thinking moleculec, forms a
whole or not, If ke replies thst 1t does mot, he ghnkes with
that word the foundations of belief in the existence of God,

by introdueing disorder into nature.....If he agrees that it

is a whole...he must admit thset in consequence of this universal
amalgamation, the world, like a huge anlmal, has & 2oul; and
that, as the world may be infinite, this soul of the world, I
do not say is, but may be an infinite systen of perceptions,
and the world may be Godees.

iowever this theory 18 "...& bold attempt on the universal gystem of
nature and the sketch of a great philmophy.",‘ Frofessor Fiper has
perceived a significant ambiguity in the vitalistic theories of
Diderot and other French thinkers:
This theory in which the 'soul of the world' is a system of
individusl perceptions and sensibilities in matter is vory
different from Newton's 'ublquitous God constituting duration
and space' who appesry ee the world-soul of Pope end Thomson;
Liderot, of course, was making an indirect attack on Delsa.
fven so, the 'universal system of neture' thus expounded hod
two faces: it mede the universe altoghiher material and, since
natter had the qualities of spirit, wholly apiritual.z
An Fnglish thinker whe believed similarly in the sctive
powers of matter was Eraesmus Derwine Ye 1s certainly a vitelist
by our standards, but in his sun dey was condemned for the material-
istic views he expressed in Jgonomig. Terwin thought that the whole
of neture wos composed of spirit, which produced motion, snd metter,

whick received motlon, The motions of matter were of three main

Te jidm'ot, loe, cit.

24 GP. Gito, Ve 1.
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clagsses - gravity, chemistry, and life, but he allowed a fourth
ciass which included "...supposed etheresl fluids of magnetism,
electricity, heat and light; whose properties are zot so well
investiguted as to be classed with sufficlent accuragy.’ In
Darwin's world, mind and matter are so intermixed as o be capable
of matual infiuence beyond what we could now accept, aa this pascege
on sexusl repreduction showss

seothe imagination of the male et the time of copulation, er

at the tilme of the secretion of the semen, may so affect this

secretion by imitative or sensiiive assoclation...a® &0 cmuse

the produoction of aimilarity of form and of festures, with

the distinclicon of sex; &z the moilons of the chissel of the

turner imitate or correspond with thosse of the ideas of the
Thought, with Darwin, is a physiologicel phenomencn. It is due to
qualities of motion or contractility which are inherent in the
fibres of the organs of sense.

frior to larwin's theory by about seven years was that

of Johann Friedrich Elumenbach; who produced what is ususzlly
considered the most lucid work on vitalism o appeer in Uermany.
ie explained his theory in two short workss Jpatitutiongs
ghyslologicss, which gives the outline, and {ber den Bildungstriek,
in which this is elaborated. In these he describes the "vires
vitales," irritability, sensibility, coatracitability, which combine

with the "vits proprls,® the vital gotivity appropriate to esch

e GD' cit., jvis 5’ 519.
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pert, to regulate the functloning of the body., FElumenback slso
deseribes the "nlsus formativus® which directa the growth and
conservetion of organic foram. This lest, llke the force of gravity,
is lnowr from exuerience of 1ts effecisy iLts csuse remeins hildden.

- Thie wes probebly the cleerest pronouncement schieved for vitaliem.
The work of the Naturrhilesophen popularised the idea without
elorifying 1t,

Tts popularity lasted through the eerly decades of the
nineteenth: century wntil it came under severe criticism from several
gclentists, The most outepoken and influential of there were !. ilotse
and ¥mil Ju Fole-Teymond., In bis article "life =and Life-Force,” in

dagner's D £ Uh

gy, 1842, iotze crpuer that the notion
of #iife~forece" is inedmiessible because no netural event hae only
cne ceause, The formative imjulse cen never explain anything, because
1% doos not opernte according to any apparent law, u SeiseFeymond
sroke ageinst vitalism in the introduction ‘o his Untersuchungen
Hber ticrische lekirizitdt, 184%. His approach is that of a
physicist, and he submits that man can never know how it may be
roseible for matter to think, 1t is thus sounder o confine enquiry
+0 what san be verified., Force is to be thought of not as the
cause, but as the measure of movement.

In & brief sketch of this kind, it is impossible to
include detailed axamination of the progress of vitalism, BLut some

foctors which led to ite sventual sll-but-complete disappearance



vere, the rise of materialisa with the appearance of ludwig Buchner's

in 1855; the diescovery of the Law of Conservation

of Lpergy end other uchievements in physies by men like Iir George
tokes, Tyndall, ¥araday and Lord ilelwim, which helped dispose of
the old, confused notion of "force® the perfecting of wicroscope
techniques; and the advent of Larwinism. To sum up, it is safe
to say that, by mid-century, vitallism was under heavy attack and
alresdy golng out of fashion.

From the foregoinz remarks on the progress of geology,
evolutionary theory and vitalism, it can be seen that two develop~
ments took plece by the middle of the century that were significant
for ideas of form in the natural world. In the first place, the
orthodox notion that the natural world hal been created and was
functioning due to the Lenevolent providence of God was severely
shaken, 1t wes no longer as securely possible after the raevelatw
ions of geology and biology outlined above to approach the forms
of nature with whole-hearted wonder at the beauly and perfection
of God's works, nor was 1t possible to see ther now as types of
a better world. All was now posaibly the product of mere blind
chance. Jecondly, it was no longer poseible to feel that nature
and the divine mind behind it were one, with the loms of belief
in & vital force, sxpressions of bellef in & life moving percept-
ibly through the universe it had oreated, ceased, The forms of
the natursl world no longer bodied forth the "forms of things unknown,”



With thess iwo developments in mind, let us follow the
oourge of sesthetlc ideas of the sigmificence of natural form.
If our basie sseumption is ocorrect, that the nineteenth century was
en era marked by unlty of thought; it chould be possible to show &
parallel develepment in the serious sesthetic thought about the
significance of netursl form during the period, Up to sbout the
niddle of the second Jecade ¢f the century we should expect to
find an interest in the significance of forw in nmsture, but this
shoulc remalin untroubled by ocontroversy about the origis of natural
form, We should expsct & guickening of this interest, and e recog-
nition of the implications of uriformltarianiem frem about the
thirtien, intensifying in the late forties and fifties. Lot only
was this the itime when the Jestiges furore was at its height, tut
the interest in devising systoms for classification in botany was
extremely marked, sbout forty new systems —— "the parade of systems®
were proposed at this tlme, Moreover, the interest in morphology and
conparative ansatomy was very strong at this time, after the famous
debate between Cuvier and Geoffroy Saint-iiilaire, which many inter-
preted as being between the fixity and mutability of speclec. iiore
will be saild sbout this in & later chapter on the inslyeis of Form.
On the whole, during the period %o 1860, we should expect tc find
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the popularity of the arguments for benevolent providential design
sustained, with interest aroused in the relation of this and the
new jgeologleal record from about 1816 cnwards, and some doubts

sbout divine providence by about the middle of the century. After
1860, especlally from the seventies onward, witk the firm estsblish-
ment of Darwinism, we should expect & lessening of interest in argu-
nments for design and n certain loes of confidence in the relevance
of natural form to the woral and religious 1ife of humanity, Toget-
her with this there should be attempis, following the recommendat-
ions of Derwin and Spencer, tc find a more exclusively scientifie
epproach to the problem of the significance of natural form, end one
that, operating within the limited context of nature, would offer

& naturalistic explenation of human resciion %o natural form.

The filrst major nineteenth-century writer on the signific~
ance of natural form is Yordsworth., If 1% scems an odd proceeding
0 begin an essay in sesthetics with the opinions of & poet, 1t
mst be remembered that mejor writers on the significance of form
eerly in the century were few. Tt is true that Alisor had appended
a little paeen to the crontor at the close of his [sgave on the

es of Taste, but the issoclationists mostly
confined themselves %o the psychology of the perception of the
beautiful, not fts lerger implicstions, apart from the issoclate
lonists, thiere were handbooks on painting and landscape gardening

where practical instructions were the ohief end, f4nd, reprosenting
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pamular opinion, there wae, of course, falev, who wes no sesthe-
tioian, It would perhaps be belpful st this point to recall the
drift of Faley's argument about the natural world in order that

the uniquenesgs of Wordsworth's gontribution to thought on nature
may be more clearly appreclated.

o ialey, writing in the Hewtonian tradition of a2 world
of dead matter functioning like a vost machine under mechanical laws
1aid down by a remote oreator, the natural world is best likened o
a wateh, The wisdom and benevclence of its creator is testified 1o
by the excellent adaptation of parts to ends, and the beenty and
eablematic esignificance of natursl objects are given little con-
sideration. &8 to the form of these, ialey thinke that only desim
can explein ity mere chance or evolution are out of the question,
In Faley's lifeless world there is room naither for the vitalistie
growth implied by the "internal moulds" of PBuffon, nor for the
tegsential forme® of the Oreeks, Ior can matter be generated
spontaneously. Hverything iési‘ma simply from the crentor's desicn
and tokes form, sccording to mechanical lawe, at his behests

Ope athelstic wsy of replying to our observations upon

the works of neture, is to tell us, that all which we see

mist necessarily have had some form, and that it misht as

well be its present form as any other. Let us now apply this
snewer bo the eye, ap we did before to the watoh, Gomething
or other must have occupled that place in the animal's hesdeaes
Put that it should have keen an gye, Inowing as we do what an
eye comprehends, —-...that thie fortunate conformation of
parts should have been the lot, not of one individual out

of many thousand individuals, ilke ihe great prige in a lottery,
or like some singularity in nature, but the happy chance of &
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whole species: nor of one specles out of many thousand
species, with which we are acquainted, btut of by far the
greater mumber of all that exist; and that number under
varieties not casual or cepricious, but bearing marks of
their being suited to their respective exigencies: —— that
all this should have taken place, merely because something
mist have ocoupied these points on every animal's forehead;
or that all this should be thought to be aacounted for, by
the short answer, "that whatever was there must have had
some form or other;" is too absurd to be made more so by
any argumentation....

There is snother answer which has the same affect as
the resolving of things into chances which answer would
persuade us to belleve that the eys, the animal to which
it belongs, every other enimal, every plant, indeed, every
organised body which we see, are only so many out of the
posgible variecties and corbinations of being, which the
lapee of infinite ages has brought into existence; that
the present world is the relic of that varisty; millions
of other bodily forms end other species hawving perished,
being by the defect of thelr constitution incapsble of
pressrvation, or of continuance by generation. Now there
iz no foundation whatever for this mnjcatursa.a.1

The orderly form of nature suggests to Paley that it is
ae GCod at firat created it, and the unity of plan of the universe,
including the unity of plen of animals, proves the unity of the
ereator. Wordsworth, taking en entirely different line, rejects
the static univerge of Falsy. It is not of a "dead machine® that
he apeaks, but of an "active universe.," ind the beautiful forms
of this universe ara types of a higher reality, ilthough Words-
vorth's acoount of the significance of natural form is neither in

foundation or method ultimately sclentific, but visionary - and

1, The Works of William Faloy, Vol. V, pp. 42~id.
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that iz t¢ =ay, in his case, metaphysical and religlous - he was
nevertheless attuned to conteumporary “rends in sclience. In his early
career as poet, he wes writing at s time vhen geclogy hed as yet
raised no disturbing doubts sbout the accuracy of the soriptural
account of crestion. Ewolution wes certainly "in the air®, dut,
apparently, this element in French meterialiem did not attract
wordsworth, though the notion of a vital spirit informing all the
matter of the universe 4id. This is not inoconsistent when uwe con-
sider that, though credited with being purely a pantheist in his
youth, he always considered himeelf a ehristian, fHor is materislism
inconsistent with o religious~visionary view of nature, as Professor
Y per has shown,

That wvordsworth understood sclience to the point of feeling
competent %o discuss it iz obvious from his and Coleridge's plan for
a long philosophienl poam. It must be remembered that the NRomantic
poets were writing st a time when all of philosophy, in the broadest
pense, was still immediately unified., Later, as has been implied,
pkilosophy in the broad ssnse was spllt into discrete areas of
interest, to be recombinad, it was hoped, into a coherent, unified
system on principles derived from the natural sciences. Aeviewers
of Robert Hunt's book

, which appesared in 1844,
and went through several editions, had some reserves about his
asgertions of the unity of poetry and sclence, but there scemed no
essential confliet between poetry and science to Wordsworth. iueh
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of science, s has been suggested of biological science, was yst in
the speculative stage. 4 learned philoscphical poet therefore fell
competent to theorise on a vast range of s»ubjegta , and to do this
through poetry was to mchleve tho sdditlonal ond of carrying one's
message alive to the heart of cne's sudience, The experience of
man was to be recreated whole; bhis intellectual faculty was not to
be split from is feeling life by philosophical and scientific 3ig-
cussion, though these were shaping forces behind the re-creation of
_experlence throush the postry., The schewe wae, of course, never
completely reslised, but Wordsworth went = deal of the wey towerds
it. 1t would be wrong, 6 everyone is now 2wsre, ¢ read Wordsworth
as & neive observer of nature and humanity.

it 1g not to the purpose here to present source studies;
mach already hes been attempied in that field by cthers. Wor ig any
sspecially subtle re-interpretation of Wordsworth!'s ideas of the
significance of form possible. But for the sake of clarity 1t 1s
necesgary to mention brisfly the relevent points in Worisworth's
thought sbout natural form.

14 was geid before that Wordsworth believed ir an aclive
universe. This mezms that he literally believed that all matter
was infused with spirit, thset 1t had a 1ife of 1ts own. The quality
of 1ife, or motion, as Diderot and Apbinet saw it, was the orgase
izing principle that geve to matter its forms, This helief is not

to be token at a superficlel level as the product of mere fancy.



30

sdordsworth iz deprecating youthful extravagance when he says in the
Ireludg that, in his young manhood, he gave & "moral life" even to
the gtones of the highwey., in this instence he is concerned with
the play of whimsical sentimentality, lordsworth had a belief in
the animate nature of matter that went much deeper in his maiure
thought. It 48 possible thnt Wordoworth's view of the world as
infused with life, and of natursl form =5 existing chiefly for the
soul owes gomething %o Bishop Berkeley, who was much admired by
Coleridge.

To suppose sense in the world would be gross and vn-
worranted, But locomotive faculties are evident in all its
parts....the phenomena and effects do plainly shew there is
a apirit that moves, and a Mind or Providence that presides.
This Frovidence, :lutarch saith, was thought to be in regard
40 the world what the soul ig in regerd to men.

The order and course of things, and ihe experiments we
daily make, shew there is & Mind that governs and actuates
this mundane sysiem, as the proper and real agent and cBUBB.ess
seeiythagoreans and ilatonlists...Baw...that bodies exizt only
in a secondary and dependent sences that the sonl is the
place of i‘ormann.‘

This belief in the vitality of matier is his ressou for spesking
of the soul as well as the form of natural objects and linking

them in the spectator’s percepiion. The beglnning of his ohild-
hood education was cutdoors, smong the "Seauteous forms or grand”

of nature:

e ke Luce and'r. G Jeasop, London'!%:%, 82-‘*3, 125.



esslils aplirit drank
The spectacle: sensation;, soul, and form,
411 melted into himg...
esoin them dld he live,
ind by tiiem did he live; they were hls lifa‘1

dow was this belief possible o & man interested in
sclance?’ The question has been answered u% length by irofessor
Piper, tut we will give a brief indication here of the wsy in
which Kordsworth reconciled sclentific knowledge with religious
belief. is hLas been mentioned, wordsworih was interessted in con-
temporary questions in sclence. iiis friendsidp, for example, with
Siy Bumphrey Lavy is well-known, and his contact with French tiinkeras
has been demonsirated.

However, it is unnecessary to move outside scientific
thought in ingland to sketch the rational context of wordsworth's
belief that the whole universe ranging from lnorganic nature to
the mind of man was penetraied by an active principle. e know
that he was interecied in irasmus [srwin's Zoopomia, because he was
anxious to borrow & copy of it in late Jebruary or sarly March, 1798,
In Zoonomia, Uarwin gives his views on uetisr snd spirit, Ihese
were mentioned earlier in the section on vitaliem, but I would like
to recall one important fact, Though Uarwin belleved that matter

waz pervaded with spirit, he was uncertain sbout the way lu which

1. Jhe Excursion, Sook 1, 1l, 20610, I
e Vardesworth, Oxford 1949, Vol. V, p. 15.
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the spirit operated in wmatter. The "supposed ethereal fiunids® of
magnetism, electricity, heat and light were still mysterious and
knowledge cbout them siight., It wes ip this stmesphers of specu-
lation that the notion of a spirit activaeting sll matter could
flourish and be utilized by & visionary such sz «ordsworth &s an
explenstion, according with science, of the feeling induced in him
by nature. GSeceuse the force which animated ithe particles of natter
wis such a vzgue concept, it could be readily ascribed to a divine
gource. Ihug, wWordsworth waz able, under the influence of Uoleridge,
to rework Hartley's mechanistic but also puysiclogically-basad
peyechology to his own witalistice endst

The common doctrine concerning the powers of the nervous
systen supposez the fluid secreted by, and clrculating through;
the medullery substance, to be of & very active nature.s«.

YXouw that some powers of sttraction or repulsion, or rather

of both at different distances, reside in the small particles
of the medullary substance, can scarce be doubted after so

nany instences znd evidences s Zir Issac Newton has produced,
of attractive and repulsive powers in the small particles of
various bodles...mesning, as he does, by stiraction snd repul-
eion, a mere mathematicsl tendency to approach and recede;.be
the cause what it will, impulse, pressure, sn unknown opg, or
no physicasl cause at all, but the immediate agency of the daity..‘

This, taken in conjunction with & passage in Zoonomie, ithrous
further licht on Wordeworth's ideas of the nature of thought:

Another method of diseovering that our ideas are animel
motions of the organs of sense, is from considering the great

1o Ubservations on vemy His
'} mndﬁn 1801’ VO}.‘ 1’ ppb 19"‘?0‘
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analogy they bear to the sctions of the larger muscles of the
Bodyevethey sre originelly excited into netion by the irritat-
ion of external objects like cur muscles; are associated
together like our museular motions; sact in similar time with
themy sre fatigwed by continuous exertion like them...1
46 he explains elsewhers, Darwin's idea of theught, like Hartley's,
reduces sventually to motion inherent in the particies of the orzans
of sense and tho brain, but he differs from Hartley in equating an
ides with n “sensual motdon," snd places graster emphasis on the
animel nature of thought than Hartley. The psasage above is inter-
asting in connection with "Tintern Abbey," composed July 13, 1798,
a few months after Wordeworth was presunably veading Zgoopmomis. The
forms of nature recur to the poet Juring his absence from them and
he desceribes the sensatlions csused by these images as
eseBensations sweet,
Felt 4n the blood, snd felt along the heart
And pessing even into my purer mind,
¥ith tranquil restomtion.z

Here, ‘‘ordsworth is presenting men's feeling axperlence, but hehind

thi

ke

are rhysiological concerts expressed in terme which maks them
rore immedintaly sseimilsble ¢« man's feeling 14€¢ than is the
eaga today. "Mzlt in the ®lood, and feld alonc the heart” may be
trus of the feelince svoked by the images, but these sensations can

be readily referred to Dsrwin's "sensusl motions." Darwin gives the

Te Qp. Gitag Vol. I, e 23.

2. Cp. clt., Vol, IT, Cuford 1944, pe 260, 1i. 27-3C.
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name "ideas" to the end result of this process, but he means by

it nothing more than the images Lordsworth is discussing aboves
The word Jdea...is here used simply for those notions of
oxternal things, which our organs of sense bring us
acquainted with originally; and is defined as a contract-
ion or motlon, or configuration, of the fibres, which con-

astitute the lmmediate organ of sense....Synonymous with
the word idea, we shall sometimes use the worde gensyal

Dotlon in contradistinction to W.1

According to Darwin, this imaging faculty issues merely in either
plessure or pain, but besidesthis, Wordsworth links it to a hizher
intellectual faculty. The sensations pass intoc his "purer mind."
Reference to the Prelude makes this clearer. Although nature was
valued at first for the "glad animal movements" and "ocoarser
pleasures" of boyhood amisement that she afforded, nevertheless,
by this means, the poet, in ¢hildhood, was led to love the "forms
sublime or falr® of the natural world, But sbove this, he tells us,

sse0ther pleasures have been mine, and joys

0f subtler origin... I have felt,

Yot seldom even in that tempestuous time,

Those hallowed and pure

Which seem; in their simplicity, to own

An intelleatual chm:&wc&g

It is unnecessary to pursue the point further to show that

liordsworth is not only attempting to recreste sensation, but to

1e Ope oit., Vol. I, Pe 11,
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blend the scoepted rationalisetions of these feelings, that were
current in his dey, into & new synthesis of his own. This is what
ve would expect of the poet thmt Coleridge was putting forwerd as
having the only mind fi% to undertske a long philosophical poem
whichk would cover every srea of man's feeling and intellect.
tlordsworth's cwn view of the nature of his poetic contribution %o
knowledge can be inferred from the preface to the second gdition
of the Lyrical Delladgs
The ¥an of science seeks truth ss a remote and unknmown bene-
factory he cherishes and loves it in hig molitude: the Foet,
singing s song in which all humsn belngs join with him, re-
joices in the presence of truth as our viaible friend and
hourly companion, Poetry ie the breath and finer spirit of
all knowledges it is the impassioned expression which ie in
the countenance of all %1&:10&.1
The poet iz the mediator of sclentific thought, He is the re-
creator, in terms of human experience, of the otherwise remote
discoveries of science. The source of Wordsworth's confidence in
his vision was in the validity as speculative science of the basic
features of the system he had evolved., The mind of man formed &
closed circuit with nature and the source of the vitality of both
was God,
HBut it must be reliterated here that neither in method

nor in totality were Wordsworth's ideas of nstural form primarily

g 1., The ‘cetiocsl Works of William ‘erdsworth, Vol. II,
ps P06,
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seientific. The treatment is a poet's treatment, though we must
be avare of the scientific and metaphysical impliecations behind 1t
if we are fUlly to understand ¢he thought and appreciate 1lts
originality.

#4¢h thiz in mind, and the cuestion of the Yordsworthian
jdea of the 1ife in natural forms somewhat clarified, we will attempt
e further slucidation of Wordsworth's thought on the =ignificance
of form. It wes said before that, because of the speculative nature
of sclentific thought, it was comperstively essy in Yordsworth's
time to reconcile this with other sreas of thought such as nmeta-
physice and religion., It is not inconsistent, then, to claim a
large element of Flatonism in Yordsworth's thought sbout natural
form, 43 was said before, to discuss sources exhaustively would
tnvolve an unwarranted digression, but the work of coms Wordsworth
scholars may be referred to briefly. In hie study of Wordsworth's
philosorhical btackground, Melvin Ruder

1
periods in Wordsworth's thought. The poetry of his early pericd

distinguishes two main

shows Wordsworth under the sway of, cilefly, the Locke-lartley
Asscciationist tradition, and of Berkeley, with the panenthelsm

of Spinose providing a bridge to the later "immanent theism" and
the i;:.ﬂumca of Xant and Flato, from 1803 onwards., Arthuy Beattyz

1. Yordeuerths s Fhilos

2, Hilliem Words
Historical Relations, Madison



3

has advanced "The School of Taste" end liartley as sources, while
Hewton Stallknecht, Lizs shown influence of Jakob Bodhme and the
Coleridgesn influsnce. It will be sufficient for the present
discussion if we think of Wordsworth's ideas of form ss a blend
of panenthelsm, ldealism =nd Associeationism,
Ihe first implies that kWordsworth does not think, like
a simple panthelst that Cod is everywhere and in everything throughe
out nature. 1t means rather that bie thimks of Jod as presiding over
the natural world mediately. A letter written in 1814 oconfirms this
views
whence does ghe E&iae ratty mm} gather that the author go¢
the Excursion looks upon Nature & God as the same? He does
not indeed consider the Supreme Selng as beuaring the sane
relation to the Universe as a Watchmaker bears to a watcheese,
Wordsworth's God is neither as remote as Faley's or es intimately
bound up with metter ag the pantheist's. when Wordsworth looks at
a mountain or at dsffodils by the edge of & lake, he is not seeing
God, but absorbing idess which reveal to him the great system of
nature over which God presides. While natural cbjects may, through
thelr forms, suggest to us the "forms of things unknown,® it is not

so much through the detalls of thelr physicel shape alone, as is
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more the case with uekin later, that they are asble ic do so. Thelr
figure suggests the rlatonic idea of the reality behind them, This
is why Yordsworth can be classed &s on ldealist. ioreover, it is
the emotional experience of assoclation as mach az the appearance of
things thai impresses the beholder ¢f natural phenomens.,

To take Wordsworth's idealism next in order, it is his
belief thai

By influence habitual to the mind

The mountain's outline and its steady form

Gives &4 pure grandeur, and its presence shapes

The measure and the prospect of the soul

To majesty; such virtue bhave the forma

Perennial of the ancient hills....1
That i3, our emotional perception of the mountain'’a form as majestic,
glves us the 1dea of majesty., To put it in smother way, feelings of
majeaty arise within our soul as we contemplats the mountein, It is
in this wey that we come to & vision of ultimate reslity or the
nature of God, rather than by Faley's method, 7The experience is
serthetic and emotional and not due to the dry operation of mechen~
ieazl reason, Why the soul reacts at all in the presence of the
mountain is explalned by itas vitality responding to the vital foroe
in nature., 7Thim gapacity im inherent in us, though in some of us
it operates only fesebly. Ior Peter Bell & primrose is a primrose

and nothing more, Thousgh the sensuous nature of thought was important

1. The Preluds, Book VII, 1l. 72125, op. oit., p. 258.
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to Jordsworth, he would bave been in agreement with Berkeley ag to
the secondary importance of the material asspect of nsture,.
It was stated akove that 1t wes by influence "habitual
to the mind" that ultimate reslity wae revealed to the soul, This
is where asaocistionist psychology comes in, The doctrine of
Agsociationism current in Jordsworth's day was taken up by, notebly,
krohibald Alison, sz the basis for a theory of beauty. This will be
explored more fully in » later chapter on Fsychological Approaches
to Form, Eut for the present a brief quotation will give an insight
into sordsworth's thought regerding the influence of associations in
the growth and development of the mind:
When any object, either of sublimity or beauty, is presented
to the mind, I believe every man is conzelous of & trein of
thought beling immediately awakened in his imagination, analogous
to the character or expression of the original object, The
simple perception of the objlect, we frequently find, is in-
sufficient to sxcite these emotione, unless it ig accompanied
with this operation of the mind, -~ unless, according to
common expression, our imaginstion is seized, and our fancy
busied in the pursuit of all those trains of thought which
are allled to this charscter or mxpression..!
Like Llison, viordsworth belleves that 1t ig through the operation
of the imagination that we respond to netural objects, and like
Alison, he belleves thet constant exposure to the appropriate
natursl environment praoduces, ocumilatively, the desired inten~

gification of response. Unlike ilison, he does not ses the need

1. CBEAYE *3 L
of 5*&}1 Q‘ﬁa, LOﬂdon nodw’ p. 69;

izt published 1790.)
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for constant exposure to the arte as well,

From the foregoing we should now heve a clesr understand-
ing of Yordsworth's use of sclence, He takes suggestions from a
variety of sources, making his pronouncementz con patural form con~
sonant with contemporary sclentific beliefs, but he never borrovws
an element vithout modifylng it to fit his own view. Form in nature
is for sordsworth primarily the Flatonic Poundetion of resiity, end
the perception of form is & religious and zestheilie experionce.
Horeover, despite sllegations of “prosiness," and attempts later
in the century to clainm for him the distinetion of philosopher, he
does ot systematically pillosophise concerning the significance
of natural form. uriting ait a time when bellef in benevolent
creation was not seriously questioned, nor philosopuy fractured
by specialisation, he was able to present 4 view of the significance
of natural form in which rellgicus, metaphysical, aesthetic and
sclentific slements blended harmoniously.

it is impossible to tresti In detaill the work of sll the
lomantic poets, but 1t must be stated thal thelr views and metiods
were fundsmentally sllied tc those described sbove. Coleridge, iike
wordsworth, was a bellever in the mctlive universe and in the revel-
atory rele of natural form, but he had, like sordaworth, his own
distinetive symbolism through which he expressed his Leliefs, Like
#ordsworth, too, he modified hie early views in later life, lowever,

I will confine myself %o his earlier views, since ihese seex to be of
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greater higtorical interest, as spitomising his originality, than
his later position, In the above dimocussion of Vordsworth's thoucht
one very significant omission is notlceable, No refurence 3s made
0 the theory of the imagination which is generally considered to
be the outstanding contribution of the Homantics to nineteenth-
century thought, Nor will an examination of it be offered at this
point. It seens prefarable to gostpone this until a lster chanter
on Form and the Oreative Frocess,

But here, I will briefly indicate the role of the imagin-
ation in the percevtion of natural form. To the lomantics -~ or to
Goleridge, as ithe concepl seems tc be largely his creation - the
faculty of imeginetion end that of perception are basically the same.
ioth are creative procsesses, and both are dimly analogous to the
creative faculty of the divire mind behind the vniverse. It iz thus
that the perception of form in nature takes on $ts relisious function,
and that netursl form is able to signify to the percaiver the iypes
of eternal reality. %he world of naturai phenomens -~ the world of
agpearances - revesls the only tyuth ve c¢an know in our present
state,

For his system of the universe and the operetion of the
imagination within it, Coleridge's sources were many. They inciuded
Cudworth, Herkeley, ilato, tpinoaa, Bo'é?cma, bant, Filchie and
Schellling, and others. Jtudies ol hir sources are almost as numerous,

and there is little agreement among scholers concerning the relative
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status of the above as cuntributors to Coleridge's thought. a;*rsim1
warns against coniusing distinet scurces, such as the Gemsan Idealists,
under the hlanket term [latonic, while HeFariand, 2 taking the vpposite
view, insists that the many distinet philosophicsl sources usually
attributed to Coleridge can be reduced under this term. .t‘stallknechtB
emphesises the importance of Jakob Bo'e'!hne, end appleyard 4 outlines
chronologically the successive influences that Usleridge underwent,
It is pececsary here, however, merely to note that the iomantio view
of the imsgination was built as much on philosophical sources such
s those suggested above, as on the materialistic science that
rrofessor viper has put forward as & source.

ihe theory of the imagination was the main legacy of
Coleridge and Wordeworth to the sesond generation fomantics, Leats
and chelley. Since Keate perhaps velued nature rather mors es a
startinz-point for srt than as in itzelf & revelstion of the eternal
world, 1t will be morse appropriate tc take up the question of his
ideas on the significance of form in the chapter on  Form and

Beauty. lowever, mention must be made of a new element that he end

esachmeetts 1065
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Shelley contributed to the iiomantle world-view. In Wordsworth's
end Uoleridge's formative years, the idea of evolution was still
ap unpopular foreign theory which wordsworth coull pass over with
a negligent “what matters it," and Coleridge ocould vigorously
reject as illogical and empirieslly groundless. But the work of
feats and chelley began to appear in the second decade of the
century, when uniformitarianism wes beginning to mske its influe
ence felt, and when evolutionism first began to stir agein in
ingland, after the rejection of lrasmus Darwin's theory earlier.
it i8 notl surprising, therefore, to find in the work of both poets
the notion that the world is progressing towsrd oventual perfection,
In this nense they were evolutionary thinkers.

As rrofessor Uiper notem, Kents probably derived his viow
of evolution in lyperion from ¥, . wells, whouse work was mentfoned
early in thie chepter. ieate's progress, llke iells's, is 5 pro-
gress in beautys

Each species or kind brings forth a still more beautiful
kind which is to supplant it, and even the snoient gods
mst give way before the more besutiful race 4o which they
have gziven birth,
For Reats, the theory
ssepronised to show thet the importance eof beanty was = result

of a law of nature, and that the whole development of the
universe lLiad beauty an 1te purpose.

1» [-:‘F- eit, ’ pp'19?~941
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Keats's interest in contemporary solence was perhaps less,
and is certainly lece well-attested, than Shelley's. He vas primay-
1ly #n asesthetie thinker, whereas Shelley's inlerests temded more to
science, especially in his early thinking, asd metaphysies. Shelley
scholars ere generally agreed that Shelley's philosophical outlock
progresses {rom one largely materialistiec snd necessiterian %o cne
essentially Fiatonic, token in the broadest sense, tc include nec~
Flatonic. They are alsc generslily agrsed hat he was primarily an
evoiutionist. Ge; of course, inherited {rou the earlier Romanties
the Flatonic theory that the forms of nature mirror ihe etornsl
worid, This snd the theme of the progreus of the world toward
perfection ere the twe dominant threads of thought which vun
throughout all his pootry. But he never attempited any retionad
syuthesis of the two ldezs, whiok, as Frofessor Grabe has noted,
remaln unreconclled in his poetiv.

Ood and man growes by fresing themselves perpetusily Crom
their inadequate first thoughts snd by the substitution,
therefor, of better. Such a philosopby meems not wholly
reconcilable with the neo~Flatonic bellef in the alleperfect
One in whomr already cxists the Divine plan of evolution.
Shelley's conception ecems o be more experimental, as of unm
evolution whose goal 1s not constent nor kmcun but which must
endlessly be redefined, uz of a linit constantly epproachsd
but never resched....The ergument ig really carried on npon
two planes, the plane of reason which suffices for the practical
control of forees in a time-spnoe world, zp? the plane of

intuition of which ve have momentery glimpses in our move
ingidired mmtm?

1. Gard Grabo, I Plaute the Grouth of Shellev's
Thought, Chapel i1l, forth Caroline 1936, p, 435.
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In his study Promethous Unbound, he adds further:

Shelley's interest in evolutionery theory is more evident in
his description of the steller universe than of 1ife forms,
The growth of solar systems from the primordial ncbuious stuff
is deplcted with an exactness which evidences his knowledge of
Leplace and Sir William Yerschel. In his sccount of organic
evolution he remarks on prehistoric monsters and on the unces-
tors of man who were "mortal but not humsn," a phrase suggest-
ing that he subscribed to the theory of Helvetius that msn wes
descended from a tribe of monkeys which had learned the use of
their thumbs; or that he believed in prehistoris races des-
troyed by some cataclysm of nature.

The growth of stars and the descent of man are, however,
in Shelley's philosophy but superficisl evidences of an
evolutionary theory whose originality lies in this, that it
is mental and moral..,

This presentation of evolution on two different levels of thought,
and the tendency towards an idealist and speculative interpretation
of the concept, reflects the state of evolutionary theory in contem-
vorary science. The theory had been stated - for example, by Hrasms
Darwin, in whom Shelley wag greatly interested — but without the
necessary welght of empirical evidence to support 1t, This tentative-
ness is reflected in the vagueness of Shelley's vision, the unrescl-
ved elements of reason and intuition that Frofessor Grebo detects in
Shelley's p@@try, and in Chelley's preference for a theory of mental
and moral rather than material progress,

In view of thils inocomplete assimilation, then, we would
expect to find that the ides of evolution would be dealt with as a
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factor to be fitted into, and thus to amplify, the Romantic world-
View, rather than particulerly to modify the idea of the signifi-
cance of natural forms., In fact, an examination of Shelley's postry
revesls that the direct involvement of evolutionary theory of a
strictly material kind with the idea of form is slight, snd virtually
disappears in Zhelley's mature work., His view of the slgnd £ cance
of natural form is baslically the same as that of the esrlier
Romanties,

To sum up the contribution of Keats and Shelley: it
appears that the fundamental belief held by Coleridge and Wordsworth
that the forms of the natural world furnish us with the types of
gternal reslity underwent no basic chenge when the later Romantics
attempted to adapt their world-view to conform with the trends of
contemporary sclentific thought. The new interest in evolution
appeared to offer the additional hope of eventual material perfect-
lon, but, because evolution was still very speculative es aclence,
1ts counterpart in poetry was given largely idealist treatment and
was only loosely edmixed with other clements of the existing Roman-
tic world-view. In this way, the older structure of belief was
sustelned.

£ven though the unproved svolutionary hypothesis of their
day could not provide a basis for a more truly comprehensive treat-
ment of natural form, the later Romantics were in one respect more

advanced in thelr thought theh Ruskin; writing s couple of decades
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leter. The Christisn God of Paleylsm, remotely controiling kis
creation, had entirely diseppeared from the thought of Kests and
Shelley. OSut with luskin we have the abandonment of the complex
thought underlying the “omentics’ active universe in favour of o
return to a simple commonsensc view of Uocd's reolation io the natural

world, which is fundementally not unlike that of Ialey's Natyral

atlses, 1f we add a disocussion of
the funetion of besuty,

skl begen writing at a time when Scriptural geology
end the vogue for the argument from designm was at its height. COne
of his teachers at Cxford had been Buckland, a contributor toc the
Bydds 1% « It was Buckland's influence that turned
Ruskin's thought towards the new interpretotion of the argument
from design which was then competing with Feleyism, During the
yoers in which tuskin was at work on fpdern isiplers, in which he
glves hie fullest treatment of the eignificance of natural form,
the Yepiizes debate was in full swing, Larlier, he had met snd
conversed at length with Charles Darwin, whose evolutionury views
he was to reject gteadily for the rest cf his life, It is not
surprising then, that, ardent conservative geclogist and botanist
and Christien as he was, inskin chose to renew the older tradition.
In addition to these influences, it must be remembered that ‘uskin's
ideas on natural form took shape at 2 time when the interest in

classification evidenced by the “"parade of systems,” in morphology
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and comparative anatomy, and in the recreationsl activities of
botanizing and collecting geological specimens was at its peak =
that is to say, at a time when, both at the learmed and popular
levels, interest in the deteiled desoription of natural form was
especlally strong. 4ll these factors find expression in Fuskin's
work,

In oconaidering Ruskin's csreer as a writer on assthetios,
two factors are of particular interest to us. The first is his
attempts at a more sclientific approsch to the problem of natural
form; the second {s his transition from the landscape to man as
the 1link with God. Concerning the first, it was natural that suskin
should show a strong interest in descriptive analyais of natural
objects at a time when ocollecting and clagsifying of botanical and
geological specimens was a popular pursuit, It was natural, too,
that when be osme o devise his theory of what constituted the
truth of form - what was worthy to be represented in grt - he
should try to reconcile him empirical bent with the idealism of
clagsieal tradition. In the morphology and comparative anatomy
of the time the question most enerpetieally debated was that of
the eriteria of form. hat formal fectors distinguished one species
from snother? Uow was the type of sach species to be decided?
These questions are reflected in Ruskin's semi-empirical epproach
to the problem of the ideal of tho species. It was important to
Ruskin to decide what oconstituted the true type, for it was through
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this ideal form that the attridutes of the divine creator were o
be revealed. iis cbservations of nature suggested to him, on the
one hand, an empiricsl approaci, (n the other; he vas aware of the
classicel idealist tredition of Reynolds. In attempting & recon-
ciliation between the two he resorted to his knowledge of iocke,
and tried to effect a merger by a confusion of Locke's use of the
tern "form" with the Flatonic idea of form, ienry Ledd hags shown
this in his discussion of iuskin's idea of "the right sort of truth®
to be represented in art:

Locke's theory of primary qualities seemed to him o supply

a reoasoneable explanation of the mystery of permenence or

true identity in the shifting and acaldental appearance of

things, Without the background of Locke's metaphysic and

cortainly with no flatonic theory of *ldeas," Iuskin forced

the tern "fors" to refer to the artistic facts which he

observed empirically and to the characteristic ideality

which he superimposed upon appearance, Form bLeosme the

raiional bridge between the concreie end the abstx‘act.1
This is an interesting revelation of how the groving prececupation
with the empirical epprosch to nmatursl form in science was already
beginning to show signs of infiltrating the sesthetics of form.
Later in the century this trend was to be emphasised by the work
of the evolutionary sestheticians such ss Grant illen and Vernon
Lee, though in a much more radical way.

in the expression of his theory of the perception of form,

too, fuskin ie more overtly sclentific than wordsworth. In «<ordsworth,

1o Zhe Victorian horality of Art, Wew York 1968, pp. 66-67.



the perception of naturel form is priverlly 2 sensuous experlence
pegsing into en intellectusl one, It is at once sesthetle and
religious. Uitk Ruskin, the pensuous side of the religlous lasight
is pleyed down., According to him, there sre two distinet faculties
invelved in sur perception of the beauty of maturs, The {irst, end
lower is "segthesls," wileh
properly signifies mere senmual percepblon of the outward
gualities and necessury effects of bodies....But I whelly
deny that the impressions of besuly are in any wsy sensusl;
thay are noither sensual nor intellectual, but m@ml"u"
The moral impressions of besuty sre received bty the "thecretie”
fooulty. Ruskin, os R. G Collingwood has shoun, wesz no phﬁmgm.z

Neither wes he purtioulerly interested iz payehology. Fsychologlesl

acsthobicas wvas in its infancy. Bub he was following the contemporary
bent in sclence towards ccupsrbmentelising and clesaificetion, in
atteapting to offer a deeper snalysis of the relationships between
the departmubé of religious and mesthetic experience. These had
been confused in Wordsworth, who was atill following the dictates

of cighteenth-century idess of tuste, as exemplified especielly in
the work of Fyancis Hutcheson, in whose essay, jn Inguiry ipto the

ol oy
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zeathetic and moral faculties are referred to a common sourcso.
From the consideratlon of fuskin's "theoris” we oen pass
to the next point of interesi ir his idea of the significance of
vetural form -- his transition from a belief in the revelstory
power of nature to the more humsnistic rosition of his later years,
In his early work, Huskin sav the beautiful forms of the natural
vworld as exenplifylng the sttributes of the divine erestor. is
was mentioned above, these opinions were formed under the influence
of the conservative geologist Buckland, and his co-promulgators of
the design doctrine. In Hodery Palntere I, we find this simple
explanation of how the beauty of natursl form funeotions:
iny material object whilch can give us plessure in the simple
cortemplation of 1tz cutward qualities without any direct and
definite exortion of the intellect, I call in gsome way, or in
some degree, beeutiful., ¥hy we receive pleasure from some
formg and colours, and not frowm others, is no more to he
asked or snswered than why we like suger and dislike wormwood,
The utmost subtlety of inveetigation will only lead us to
ultimete instinets and principles of bumsn nature, for which
no farther reason can be given than the simple will of the
Delty that we should be =o weatadn.‘
Later in the ceme volume, fuskin states that sven ¢olour is {eeble,
compared vith form; in its impact on our perceptive faculties, T4
is to the forme of nature especially that we owe our insihts of
its creator, iowever, he distinguishes bolween two types of besuty.

The first, Typical Besuty, applies especlally to form., It consiaste

1. Works, Vol. 1II, p. 109,

O
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in

.»othat external quality of bodies...which, whether it ocour

in a stone, flower, beast, or in man, is ocbeolutely identieal,

vhich, as 1 have alveady ssserted, moy be shown to e in some

sort iypieal of the Divine attiibutes, and which therefore I

shall, for :listinction's sake, cull Typieal Beamyuu,g
The second scrt of bosuty, Vitsl Heauty, 16 of little interest in
the present diseussion, sxespt Lo nole that it does not iwply e
vitalism which would have been cut-of-iate at this time, Typicael
Beauty oo cccapionslly be a hindrenee Lo cur shsorbing the proper
moral lessons from the actions and habits of the vevious snimale that
God intended. For cxmnple, "...the most fieres and cmuel crestures
are often clothed In the liveltest colours, and etrengthened by
the noblest formBeess” o but gemerally speeldng the morel beusuty of
the animal sveation im sorrelated to their bodily beeuty. Taking the
besuty of the eye as an example, fuskin worke his wey vp from the
Lottom %o the top of the ladder of nmature o show thel; sz this orgen
is increasingly euimated with the divine virtues of intelllgence end
gontleness, the higher we rise in the onimel kingdom, so 1t zrows
incrongingly besutiful o our pereeption,

Tuis neive f2ith in the revelatory power of the besuty of

neture geve way in later yemvs ¢ a vielon which comprehended alse

@Q ?«bi&g; ?o‘it ‘iVﬁ e 6&.
2. 1hide, pe 157,
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the elements of pain and menace in nature, The writing of lgdarn
Salntors extended over neurly two decades. Volume I appeared in
1843, Volume II in 1846, after the Vesiiges upheaval, Volumes IIl
and IV in 1856, and Volume V in 1860. In the first two volumes we
find Ruskin's etrongest expression of confidence in the benevolent
design; after this, his vielon darkens,; as John Hosenberg has
remarkeds
During the decade separating the second wolume (1246) from
the third (1856), Ruskin became less moved by the besuty of
art end neture than by the waste, mysteory, and terror of life.
The tone of the firat two volumes is plous snd lyricsly that
of the later volumes is hmanigtic and tragc.,‘
In the last volume of 1860, Fosenberg claims, we "suddenly stumble
on Darwin's Nature,” It was probably not due to either Vestiges
or the (rigin that iuakin's vision changed, but to the collective
pressure of dlpcoveries in empirical science, especially geology,
that challenged the design argument, #, G. Townsend dates fmskin's
loes of landscape feeling at 1849 and his chenged idea of God
between 1251-53, and quotes the famous passage {rom the letter %o
Hanry ifclend in support of this,
You epeak of the Flimsiness of your own faith, Mine, which
was never strong, 18 belng beaten into mere gold leaf, and
flutters in week rags from the latter of its ¢ld forms.ses

If only the Geologists would let me alone, I could do very
well, but trose dreadful Hammers! I hear the olink of them
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at the end of every cadence of the Bible VErseBeses,

It seems reasoneble to claim, then, that Fuskin's }

foreshadows the trangition that was to take place ic thought about
naturel form. Begun when Soriptursel geology &nd the argument from
design were strongest, carried on over the yesrs that saw the
publicution of Vestiges, and finished as the Lrigip wes cuerging,
it shows the marks of both world-views. It has affinities with the
newly-emergent approach in science, in its dlaregerd of metarhyasies,
its avoidance of vitallsm, and in its preoccupation with formel
eriteria and descrdpiive analysis of form.

+fter Ruskin, metephysical mesthotlics of natural form
dwindled into the diffident materialistiec moralisings of Tater on
the significance of nuture, Bub sclentific zesthetlcs bloesomed
in the evolutionary theories of the function of form put forward by
Vernon Lee, Grant illen and others, iinor writers, no doubt under
the spell of fuskin, still carried on the outworn tradition of the
design theory, but the major thinkers in the field turned elsewhere
for inspiration. Cne of the last considerable expresslons of the
design theory came from J. 3. lozley, in his sermon "lature." IForm,
to Mozley, was the basis of perception, and

+esthe universe or goumos is the expression of the Uivine
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Ides, as it were, in objective shape, the World of external

neture, so to speak the yizlble agt of God, the iuthor, Haker

and Grees.t;or.1

But generally, the design argument provided no stimalus to
serious aesthetic enquiry for the remainder of the century. The
work of rater provides the clearest illustration of the changed
attitude to natural form sfter the Darwinian revolution and the
defeat of vitalism, iater had the fashionable dislike of mcta-
physica and a strong appreciation of the significsnce of the find-
ings of the empirical sciences.
diodern thought is distinguished from ancient by its

cultivation of the "relative™ apirit in place of the "sbsolute."”

Ancient philosophy sought to arrest every cbject in an eternal

outline, to fix thought in a necesssry formula, and the

varieties of 1life in a classification by "kinds," or gepers.

To the modern epirit nothing is, or cen he ripghtly kmoun,

except relatively and under conditions, The philosophical

conception of ¢the relative hes been developed in modern iimes

through the influence of the sciences of obamation.a
These sre the factors which are to decide the approach to sesthetic
problems, The observations of the individual are of peramount
importence in deciding what is beautiful, and the enquiry ies limited
to the illumination of concepts founded in experience, The nature
end significance of the absiraction beauty are irrelevant.

sss0ne mat realise such primary data for oneself, or not at

fors th

,. ,, e
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all, /ind he who experiences these lmpreasions strongly, and
drives directly a%i the discrimination and analysis of theus,
has no nead to trouble himsgelf with the abastract question
what beautly is in 1tself, or vhat 1is exact relation to truth
or experience -- metaphysical questions, =s unprofitable as
metaphysical questions elsewhere. He may pass them =11 by
as belng, answerable or not, of no interest to mm.1

In the Henaissance, the pressures of material science, its revelation
of flux and relativity, its prooclemation of the unimowability of
first causes, are seen &8 forolng the individual into a wlt of
subjectiviam,

Let us begin with that whioch is without —- our physical life,
Fix upon it in one of itz more exquisite intervels, the moment,
for instance, of deliclous recoll from the flood of water in
sgummer hea’t, Whet i3 the whole physical 1ife in that moment
but a combination of natural elements to which solance gives
thelr namea?,...Cur physicsl Iife is a perpetual motion of
them «- ,,.sUr if we begin with the inward world of thought
and faaling, the whirlpool is still more rapid.,.. &t first
asight experisnce saems to bury us under a flood of external
oblacts...Aud 1f we ocontinue to dwell in thought on this
world, ...the whola scope of cbaervation is duarfed to the
narrov chamber of the individusl mind, Fxperience, already
reduced to a svarm of impreasions, is ringed round for cach
one of us by thet thick wall of personality....fvery one of
those impressions is the impression of the indiwvidual in his
igolations.s. 2

This implies nn intensity of sensuous resvonse — of obrervation
and feeling.

Yot the frult of experience, but experience itself, is the
end, & counted number of pulses only is given to us of a

1e

Ihe 8 i.-Budion in erd end Foetry, Londen 1901,
nre viti-ix, (Firet ed, 1967,

e

« Ibid., ppre 233-35.
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variegated, dramatic life, Illow may we see in them all that
is to be seen 1o them Ly the finest senses? 'ow shall we pass
most swiftly from point to point, and be present elways at the
focus where the greatest number of vital forces unite in thelir
purest energy?

To burn slweys with thie hard, semlike flame, to maintain
thie ecstasy, 1= success in life, 1

In Feter's eerly view, the sensations of the individual are the only
reallty worth attending to, and, conseguently, the objecis of the
naturel world are prised for the purely sesthetio enjoyment they
afford,

But this 18 not to suggest that Uater bases his system of
1life on the simple response of the individual to naturel cbjecta,
These are now to be viewed through the perspectives afforded by
wodern sciences It 1g in the itracing of relationship that we begin
to achieve the insights and to form heblts of thought that will =
hopefully ~- help us to febricate a new world-view, How this sort
of obzervation operates may be inferred from Faterts remarks can &
ses-shell in Flato and Pletonism.

Think, for a moment, of the difference; as regerds

nental attitude, between the naturaliest who dezls with things
through idess, end the lgymen (so to call him) in picking up
a2 shell on the sea-shore; what it is that the subgumption

of the individual into the specles, 1is subsequent alliance
to and cowordinstion with other species, really does for the
furnishing of the mind of the former, The layman; though

ve need not suppose hiz inattentive, or unapt to retain
impressions; is in fact still but a child; and the ghell, its

enlours and eonvolution, no more than a dsinty, very sasily
destructible toy to him, Let him beoome a schoolboy about it,

1. Ibid., p. 236,
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80 to gpesk. The foy he puts mside; his mind im drilled
perforce, to learn ghout 1t; and thersby ip exercised, he
may think, with everything excent just %he thing iteelf, as
he ceres for it; with other shells, with some general laws
of life, and for a while it might seen thet, tuening sway his
eyes from the "venity" of the perticular, he hes been msde to
sacrifice the concrete, the real and 1iving product of nature,
to a nere dry and sbstract product of the mind, PRwt when he
cores out of school, and on the ses-shore egain finda a
fellow to his toy, perhaps a finer specimen of ity he may see
what the service of that converse with the genersl has really
been towards the ooncrete, towards what he gees — in regard
%o the partieular thing he sctually sees, By ite juxteposition
and co-ordination with what is ever more and more not it by
the contrast of its very imperfection, at this point or thet,
with its own proper end perfect type, this concrete and partiou~
ler thing hae, in fact, been enriched by the whole eolour &nd
expression of the whole circumjscent world s concentrated wpon,
or ae 1t were st focus in, 1t. By e kind of short-hand nov,
and 88 if in a single moment of vision, all that, which only
a long experience, moving patiently from part to part, could
oxhaust, its manifold allisnce with the entire world of nature,
12 legible upon 1t, as it lles there in one's hand,

30 it s with the shell, the gem, with a glance of the
eye; £o0 1t moy be with the moral set, with ¢ conddtion of the
mind, or a x‘wnalzl.ng.1

The policies and revelations of modern scienge and the

insighte afforded by works of art such ss the ifona Lisa form the

foundetion of later's view. It is probably en insoluble queation,

how far he was gn fait with the findings of contemsorary science.

an artiele in the Times

suggests that Pater's

acquaintance with the newest scientific faots mey have been more

extensive than is generally supposed. The famous (Heconde passage

is quoted in support of thie:

1o Op. clt., London 1910, pp. 157-59, (First ed., 1393, )
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In this early period Patar sees himsclf as attempiing to
counbine wvulgarization of the most "modern” seientifie ideas
with =clechic generslizationa from certain ideas shout the
gpiritual” and the “physieal" nature of man and the laws of
tistory.
¥uch hag heep written, and intelligently, on, for example,

the Monns iss passsge of 1869, But we zannot find that anyone
bes noted that “the flesh, the deposit in the cell of strange
thoughts and fantaatie reveries" is rot indulgent metaphor
end could not have been written without recent investigations
into the structure of the hunsn body... it might be =ivisehls,
for example, for scholars of Fater to consult before going eny
ferther o staniard handbook like Charles Singer's A Hister g
g;;,iglggx, which has this striking quotation from Virchow's

I Julsr Patholome of 1358: Yfhere 2 cell arises, there a eell
must have been before, even &g an snimal ean eome from nothing
but an animal, 2 plant from nothing but a plant, Thus in the
whole serias of living things there vules an sternal law of
centimious develon ment."ﬁ

It may be thut Fater wasg well us with the nawest contin-
ents) theories, Put there iz = source much 2losar home that the
writer has overlooked. "Hotes on Leonardo de Yinei," whiech con-
talned the Gloconds pagsage sppsared in the Forinishtly Review,
Volume VI, New Series, July-Uscembaer 1269, In the same seriodical,
Volume I1I, Few Zeries, in the April 1868 iseue, appesred the first
of 2 series of srticles by 5. He. lLowes entitled ™¥r Darwin's
liypotheses," These supply all the material rater would have neaded
for the selentlfie background to the passage in question.

Unfortunately, the internal evidence in rater'e writings
is oo slight to sdmii of our forming sny opinions as to the depth
and extent of his scientiflc lmowledge. In the passage from the

1e “The Avt of the High Wire, ‘ater in Letters," 3103
26 Eﬂbcg 19’71, KOs 3’600 Pe 229,
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Renaigsance quoted above, he refers to "vital forces," at a time
when this term had been discredited by scientists, MNowever, Huxley
was still championing vitalism in his article on “The Physical Basis

™,

forinishtly He

of Iife" which appeared in the gicy in February 1869,
Aetually Huxley's attitude 1s ambivalent., ihile declaring that there
is no such thing as "vitality" and insisting that, in the discusaion
of life-phenomena, materialistic terms ere to he used, he is deter-
mined that a materialistic philesophy, which this seems to imply,
be avoided,
esothe man of science, who, forgetting the limits of philoso-
phlcal enquiry, slides from thece formulae and symbols into
what is commonly understood by materielism, seems to me to
place himaelf cn a level with the mathemeticien, whe should
mistake the x's and y's with which he works his problems, for
roal entitie&..u,'
Obviously, there im no direct connection between Huxley's article
and the Renalssance. The quotation is given as providing the con-
temporary intellectual position regarding the term which Fater
uses so lightly, It is impossible to tell from the comclusion to
the ilgnalgasange whether he means literally the old-fashioned notlon
of "vital forces” or whether this is a mere figure of speech used es
& variation on the "experience" he hae besn discuasing a coupla of
sentences previously., all of which conmiderationswould tend to

suggest that, whatever the depth of Fater's scientific knowledge,

1e Vol V, New 3@10’; Feb, 18693 P 145.
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his use of it is not slways acecording to strict cmpirieien,

Anthony Werd is of interest in this commection, He
directs attention to the fact that the growing porulerity of Hegel
after 1845 helped re-interpret Dsrwinian evolution.

The Hagellan deseription of evolution was represented as
maintaining that the proocess of change was neither random
nor mechanical but was the means by vhich the world-spirit,
Gelst, wes ever more fully revealing itself. Further, change
for Hegel, the contemporary interpreters said, 'flux,' weas
not only necessary for the relesse of apirit, the evolutionary
process was itself part of the spirit. The description of
change that ilegel gave, therefore, was doubly comforting to
the Viectorian, It at once posited an end towards which the
process was tending and at the same time insisted that the
present carried an important weight of meaning., Yegel's
thought effected a reconciliation between the idea of the
'flux' and the longing for seeurity, for though the moment
was fleeting it carried in it 'the mcoummletive capital of
the whole experience of humanity' (to use Pater's phrase.)
In Ward's view, Fater aspired to the sort of seouriiy desaribed
above - his "attentlon to nature is alwaye informed by these
transcendental upirutiona"1-- but never attained it. The justice
of thia view becomes further apparent as we proceed to a consider-
ation of the second element in Pater's system.

Just as it was the findings of natural sciance rather than
natural form itself that Pater turned to, so it wae the beauty of
art rather than of nature that he put forward as the significant
experience of humenity. This will be dealt with more fully else-

where, but its effects on the reaction to natural beeuty will be

1. Haller Paters the Iden in Nature, Worcester 1966,
Pe 464 pp. 7677,
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nentioned here, Compared with Pater, Wordsworth had a consider-
able mlatrust of the effact of art on human nature., The education
afforded by contact with the beauty of natural forms was es suffio-
ient for the adult as for the child, in Wordsworth's view, BRut
natural beauty, for Fater, is operative mainly in childhood, This
ie apparent from a study of "The Child in the House." Florian
Deleal looks back on his childhood experiences in the house he grew
up ing
eseinuward and outward being woven through and through eazch
other into one Inextricable texture - half, tint and trace
and accident of homely colour and form, from the wood and the
bricks; half, mere soul-stuff, floated thither from who knows
how far.
1
The child finds plessure in things that herdly appesr beautiful to
adult ayes:
For it is false %o suppose that a child's sense of beauty is
dependent on any choiceness or speclal fineness, in the
objects which present themselves to it, though this indeed
comes to be the rule with most of us in later 1if8ces.
It is in early childhood that natural beauty iims affects the child
most strongly, for instance, "in the gold of the dandelions at the
rosd-gide...in the lack of better ministiries to 1ts desire of
beauty." With Pater, the forms of naturs are no longer significant
of eternal reality, -~ the supernatural appesrs merely ss & fear of

Zrevepspis" - they are merely to be enjoyed for their besuty.

s0e jsays, London
1895, pp. 172-73,
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Jolour is ss important as form, or perhaps of even greater import-
énce. It 1s for the mssoclations they fix in our memory —- for
their"brain building" power —— that early experiences of beautr are
to be valued., This implies only the eurichment of sxperience,
tiow insignificant, at the moment, seem the influeness of the
gensible things which are tossed and fall and 1ie about us,
80, or 80, in the enviromment of early childhood. ifou indel-
ibly, es we afterwards discover, they affect us; with what
copricious attractions und sssociations they figure themselves
on the white paper, the smooth wax, of our ingemicus sculs, as
"with lead in the rock forever," giving form and feature, and
a5 1t wers assigned house~room in our memory, to early exper—
iences of feeling and thought, which abide with us ever after-
wards, thus, and not othamise.1
But the child's world, for later, unlike Wordsworth's is
built on the impressions of civilisation, rather than neture., 43
be grows older, the products of art become incressingly important
to Florian. He prefers "a kind of comeliness and dignity, an
arbanity literally, in the modes of life....™ The housc and its
objeots ~- the old furniture and ornaments -- are the source of
this, and they jrovide a sense of seourity, as well ss satisfying
in part the desire for beauty. Florian's reaction to the world
outside is dualistie. His unnaturally scute awsrensss of physieal
beauty, "bright colour smd cholce form" in nature and art is offset
by & worbid precccupation with suffering, In Wordsworth, fear and

beauty of nature vere complementary forces working towards the

10 !'06' dtcg Pp. 1?1}“‘75’ 176“'770
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enlightenment of the individual, By Fater's time, confidence in
nature 1s shaken. The world sometimes appears zs impellad by

osothat great machine in thinpgs, constructed so ingeniousiy
to play paln-fugues on the delicate nerve-work of living
oreaturas.1

In the closing decades of the century a nev aswnreness of
animal suffering cmerged. The periodieals of the time z2bound with
articles on the question, most especially on tha moral standing of
vivigection, It was no doubt this and the "struggle for survival®
that contributed to Pater’s view of experience exprassed in "The
Child in the House."

But if confldence in the pover of neture to reveal man's
situatien in the universe is lost, there %8 2 new nwareness of the
value of seclence in this connection., The early essay on Coleridge
makes iztor's position on this head clears

The philesophical conception of the relative has been leveloped
in modern times through the influence of the sclences of obser«
vation, Those sclences reveal types of life evanescing into
ench other by inexpressible refinements of change. Things pass
into thelr opposites by accumul~tlon of undefinable guaniities.
The zrowth of those sclences consists in » oentinual znalysis
of facts of rough and general observation into groups of facts
more precise and minutes The fzoulty for truth is recognised
as o power of distinguishing and fixing delicate and fugitive
detail, The moral world is ever in contact with the physiecsl,
and the relative apirit has invaded moral philosophy from the
ground of the ipduetive sclences. There it has started & new
analysis of the relations of bedy and mind, good and evil,
freedom and necessity. Herd and sbstract moralities sre yleld-
ing to z more exact esiimate of the subtlety and complexity of

1s Ibide, pe 134,
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our life. ualways, as an orgenism increases in perfection, the
conditicns of its life become more complex. ian is the nosd
complex of the products of nature. Character merges into tem-
peraments the nervous eystem refines itself intc intellect.
Man's physiocal organism is played upon not only by the physical
conditions about it, but by remote lews cof jinheritance, the
vibration of long~past acte reaching him 4n the midst of the
new order of things in which he lives., ‘hen we have cntimated
these conditions he is still not yet simple and isolated; for
the @ind of the race, the character of the sge, sway him thie
wey or that througzh the medium of language and current ideas.
It seema ac 1f the most oppoBite statements about hin were
alike truet he is so receptive, all the influences of nature
and of soclety ceuselessly playing upon him, so that every hour
in his life is unique, changed altogether by a stray word, or
glance, or touch. 1t iz the truth of thesc relations that
experience gives us, sot the truth of eternal outlines ascer-
tained once for all, but a world of fine gradstions znd subtly
linked conditions, shifting intricstely as we ourselves change
-- gnd bids us, by a constent clesring of the organs of obser-
vatlon and perfecting of analysis, to make what we can of these,
To the intellect, the critical spirit, just theze mubtleties of
effect are more precious than anything elpe, What is lost in
precision of form ia gained in intricacy of expression. It is
o vague scholeatic ahstraction that will satisfy the srecula-
tive instinet in our modern minds. Kho woul? change the colour
or curve of = rose-leaf for that...colourless, formisss, inten~
gible, belng...llato put so hiph? For the true illustration of
the speculative temper is not the Hindoo mystie, lost to sense,
understanding, individuality, but one such as Goethe, to whom
every woment of life brought its contribution of experimental,
individual knewledge; by whom no touch of the world of form,
colour, sud pesalon was ﬁisrag&rdad.1

Form is now valued for the sake of fine material distinections e
for the habit of wind thati observation of these enmenders. These
in themselves are indicative of significant truths, without the
attempt to relate them %o a higher metaphysioal truth. Form now

takes 1ts simnificsnce to humanity from what it can tell us of

1, loec, olt., pp. 65-67.
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empirical truth, for its connections with the web of physical 1ife
and the mental growth of man, and because its besuty brings pleasure.
Fater's uhderstanding of the relationship hetween the new
sclence and the significance of naturel form has in effect, more
affinity with the layman's ithan with the scientist's, But contem-
porary with Fater there was emerging a more strictly scientific
approach to the question. This had its roots in the work of Herbert
Spencer, Charles Darwin and ilfred Russel Wallace. The essence of
this standpoint was to insist, even more firmly than Fater, on the
adequacy of the natural sciences to present a self-sufficient
explanation of the problem of the significance of natural form,

Form was seen &s part of the evolutionsry mechanism, Darwin ex-

plains how this functions in The Descent of Man.

zsuge of Besuty. -~ This sense has been declared to be
peculier to man, I refer here only to the pleasure given by
eertain colours, forms, and sounds, and which may fairly be
ealled a sense of the beautifuly with cultivated men such
sensations sre, however, intimately associated with complex
ideas and trains of thought. When we behold a male bird
elaborately displaying his graceful plumes or splendid colours
before the female, whilst other birds, not thus decorated,
make no such display, it is impossible to doubt that she
admires the beauty of her male partner, As women sverywhere
deck themselves with these plumes, the beauty of such orna-
ments cannot be disputed,...the eye prefers symmetry or
figures with some regular recurrence. Fatterms of this kind
are employed by even the lowest savages as ornsments; and
they have been developed through sexual selection for the
adornment of some male animals, Hhether we can or not glve
any reason for the plegsure thus derived from vision..., yet
man and many of the lower animals are alike pleased by the

same colours, graceful shading and forms, and the same aounds.1

1. Gps cit., London 1875, pp. 92-93,
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Here besuty of naturel form is given a purely material =igmificance,
It is 2 factor involved in sexual selection and, at the same time,
one of the resulis of this process..,
Darwin 314 not venture any further in sesthetfies. This
was lefit to later workers in peychologicsl aesthetics, notably to
Vernon les, James “ully and Grant Allen, whose work was zoneerned

primarily with forn in art, and only secondarily with natursl form.,
Allen dodicates hiz Thys

énd seea the book as an extension of Spencer's work., In the nreface,
he claims his line of argument is analogous to Darwinl's,

I have attempted firsi to show the general relstion of plessure

and pain to our organism and 1ts circumstances; after which

1 have tried to prove that our existing likes and d4slikes in

aesthetic matters are the necessary result of natural aelection.z
1t is not my purpose here to give a full discussion of the achieve-
nent of the evolutionary psycholosists who bassed thelr theories on
those of Darwin and Spencer, This will be reserved to a later
chapter. Dut enough has been said to indicete the direction in
which aesthetic theory about the significance of natural form devel~
oped in the nineteenth century,

Farly in the century, we found that the work of the

Romantics, with lte radieal interest in spemulstive nstural science,

1+ These theories were discuesed at soms length by Constance
Naden Iin a series of eight articles on "The Fvolution of the Sense of

Besuty" in Xnowledge, 10 April - 22 May, 1885,
2, Ope cit., london 1877, pp. vii - viii,
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stood out; in the uniqueness of this interest and in its associated
world-view, from the accepted trend of Ialeyism, 4t this iime,
houever, the new science of geology, especially uniformitarianism,
and the dsring theory of evolution of species hed yst to undermine
gignificantly the sbasolutist world-picture, to which the liomantios
4111l clung, Up %o the wid-century, and even beyond, we found a
continuing defonce of this last by the cutstanding conservative
scientists of the dey, a considerable wolume of meteriel belng
sablisbed in support of the design theory - notably the 3pidge~
Mater lreetises. Trom the Romantica to iuskin, in fact, conserva-
tive nutural acicnce, which can be identified almost exclusively at
this time with the collection, descripiion and classification of
dets for the suppert of this Jdogms, held sway over the fleld of
aesthetic anquiry.1 in both natural sclence and ueasthetios zt the
mid-century, interest in the estsblishment of formal principles was

exceptionally strong,

1o BEritish scionce, excepl perhaps geology, early in the
century lagged behind ocontinental achievements, Communication
betuwoen Hritish researchers, who tended to be of the brillisnt
amateur order, wes uncertain, as was access to the latest contine
ental discoveries. 4lso, the universitles ware suffering a period
of decadence at this time. These factors are the subject of frequeat
sontemporary remerk, the best-knouvn perhaps being Cherles Usbbage's
examination of the question. It is not surprising, under these
oconditions, that, until psst the mtd-century, with its renaissance
of interest in learning generally and with the stimulus provided by
Darwinianm, “ritish sclentific crthodoxy contimied to be of the
strongly conservative kind,
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Jor 4id the putlication of the Urigip “ring sbout an instant cess-
ation of Interest in these and the iraditional sesthetlc ideas of
nstural form, 1856 sow the appearance of the Typlea) Forma end

) of James lelosh znd leorge Dickie,  Accorde

ing to thelr view, which epitomises the commonly-acoapted theories
of the day, the buman mind was saturelly adepted by divina provid-
ence to the perception of types in nature, while it was alsc cbvlous
that types ren through nature. Jimilarly, nature wss creatod suge
ceptlble of sywbolie interpretation, and "the class of aesthetie
siiotions are neant to leal our minds from creation io the Crsator.“1
“eCosh and Tickie, in their dual sccount of phencmens from the sclen=
tific end nesthotic viewpoints, illustrste how closely intertwined
the two strands of thought were st this time, and how strong = grip
the theocentric view of the universe atill retained, duspite the
threat of uniform!tarianien end “hombers's Yestiges. It was not
until the 'seventies, with the rejection of vitalism and the astabe
lishment of Darwinism as scientific orthodoxy, that new anesthetic
attitudes to the cquestlon of the significance of form appeared, In
these the focug of attention hiad shifted from the ganctions for
formal theory to the questlon of the funetlon of form, and, in the
finel phase, from nature to art. Although the funetion of natural

form was ineluded in the scope of early evolutionary aesthetic

e Ope cit., Zdinburgh, pp. 486-87.
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theories, with the later evolutionists, such as Vernon lee, it was
almost as en aftertlmgixt. Hature no longer locmed sbove man as the
sysbol of divine attribuies but was merely available for analysis
when the more interesting fleld of art had been axhausted. Through-~
out the century, tuen, there had been & olose ocorrelation between
scientific and aesthetio preoccupations., ueriy on, the lomantics
favoured the less orthodox iheories of natural science, bul ile
remainder of the century, with the exception of the rether gyagi~
garde ideas of Herbert Spencer, followed the conservative tradition
of sclence, iven the evolutionary aestheticians did not appear in
force until Darwinism was wellwesisblished,

#we saw that, as the century opened, metaphysics, science
and theology hermonized to present the universe us designed by a
benevolent areator, and thet the Homantic belief in the revelatory
power of natural form was in sccord with this. But by the middle
of the century, the inroade of material science had undermined
confidence in metapiyysical enquiry and in nature, There was a
tendency io turn away from natural iorm toward humanity for insights
into higher reality. In the final phase, nature was almost cntirely
abandoned except for what she could tell of tne material signific-
ance oi natural formg, through the perspective of the natural
goiences, 1This was symptomatic of the new philosophicsl attitude
pervading all departments of thought with the establishment of

darwinisme. batural form wes no longer valued for what it could
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revesl of man's relation %o God, but for what it could sugrest of
the origin and function of man's asestheiic sense and of the net-
work of celaticnships that maike up bis patural, and sc, perhaps,
his moral environment, ihus, sssthetlc ideas of the signiiicance
of natural form contimied o scoord with szcience o fomm part of a
unified world-view under the new philosophy ns they bad under the
old,
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Chapter II

FUR 5 THE

in Chepter Ume, we saw that, early in the century, interest
in pature was largely of an ideslistie kind, but that, as the century
progressed, empiricism entered increasingly inte thowght on nature,
until, with the esiablisiment of JDarwiniem, the natursl world ceme
to be viewed elmost exclusively through the perapectives afforded
by the natursl sciences. This pattern of development is discernible,
too, in theories of the creative process. is the caniury opened,
writers on aesthetics turned from an ideal view of nature, 2 pature
in its wealth of empirical detail, and to the processes of the
haturel world for, reaspectively, the materials of uvt, snd snslogues
and suggesiions for the Lasis of & theory of form,

vrom antiquity, of course, nature nad always supplied the
fundameniais of a theory of artistic form - the theory of imitatlon.

in the eighteentix century, the higb-water mark of this approach i the
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creative process was rspresented by the Discourses of Sir Joshua
i‘eynolds, whose influence was felt into the openinz decades of %he
nineteenth century, {eynolds's theory was essentially idenlist und
was based on a long tredition which reached him prineipally through
the work of idre Buffier and 4dam Smith, To Reynolde, the beeutdful
images of which works of art are composed exist only in the mind of
the artist, but, perajoxically it meems at First, the patural world
furnishes the images of art. Thia idea he derived irom Buffier,

through Adam 5mith's Iheory of oral Semtimant.

Ay notdon of nature comprehends not only the forme which
nature produces, but slso the nature and internsl fabwick and
organizetion, as I may call it, of the human mind and imagination,
The terms besuty, or nature, which =re general ideas, sre bwmt
different modes of expressing the same thing....1

This notion rests ultimately on Buifier's theory of the "gang gomwun,"
vommon sense enables us to “form & common and uniform judgment with
respact to objucts different from the internal sentiment of Lheir own
perception, which judgment is not the consequence of smy anterior
principle."z it is this {sculty which enables the artist to form an
image of the ideal type of the specles he is to imitate, and tms

1o decide what is worthy of representstion, as being the besy jdesl.

1« Jlscourscs on Art, ed. dobert R, Wark, San Marino,
Californis 1959, p. 124.

2, Trait€ de premiSres veritds, ch. 5, muoted by . V. S,
Thompson in “The Liggourses of “ir Joshua Reynolds," iMLs, Vol. XiXII,
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Ee wbo thinks nature, in the narrow sense of the word, is
alone to be followed, will sroduce hut a seanty entertainment
for the imaginationt everything %& to be done with which it im
naturel for the mind to be pleased..,.

IMITATION ie the means, and not the end, of erty it ie
employed by the sculptor as the language by wvhich his 12ens are
fresented to the mind of the syectator.1

Tet the artist must begir by clesely studying and eomparing natural
tbjects:

4il the objects which are exhibited to cur view by nsiure,
upon close examination will be found to have their blemishes
and defeots. The most besutiful forms have somothing about
them 1like weakness, minuteness, or imperfaction. But it ims
not every eye that perceives these blemishes, It mist be an
eye long used to the contemplation and comparison of these
forms; and whieh, by a long habit of cbserving what any set
of objsots of the seme kind have in common, hes scouired the
power of discerning what cach wente in perticular. ihis long
laborious comparison ghould be the Pirst atudy of the painter,
who aime at the greatest style. By this Zeans, he acquires a
Just idea of beautiful forms; he corrects nature by herself,
ner lmperfect state by her more perfect, iis eye being snebled
to distinguish the scoeidental deficiencins, excrescences, and
deformities of thinge, from &thelr general figures, he makes
out an abstract ides of their forms more perfect than anv one
original; and what may seem e paredox, he learns to design
naturally by drewing his fioures unlike to any one objeet,
IThis idea of the perfect state of nature, whick the irtist
calls the Tdeal Besuty, is the ereat leading prineiple, by
whiech works of geniua are oonductedg2

reynolds's sanction for this view is ultimately religious, as the
1deal itype esppears %c represent "the will and intention of the
Sreator,”

iet, ax much as he insists that nature 1s the foundation

Te "v:"'f:’o cit-’ EFe 127, 177,
2o ibid», Eps %“"5¢
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of art, it should be vorue in mind that Reynolids iz invariably
speaking of ldeal nature -~ the genernl as opposed to the individe
uel. Thus he is sble %o recommend the study of the art of antiqulty
&3 exiiibiting ideal types, szt the same time a3 he recommends anatome
iczl study. It 1s for the abstract besuty of form that the works of
the masters and nature allke are valued:
»soWa are mure fron experience, that the beamty of form alone,
without the assistence of any other quality, mskes of iftself o
great work, and justly claims cur esteem and admiretion. is
a proof of the high value we set on the nmare excellence of form,
we may produce the greateet part of the works of Michsel ingelo,
hoth in peinting and sculpture; as well ne most of the ontique
statues, which are justly ssteemed in 2 wery high degree, though
no very marked or strilking character or aexpression of any kind
e ragresented¢1
In this, as in their itreatment of the 1desl in relation to
netural form, fdeynolds and his followers Fuseli, Uple and dsydon,
differ sharply from writers of the early nineteenth century. Iin
leynolds's time, Greek art had been known largely from inferior
Yomsn coples. EZut with the advent of the Ilgin larbles, stilitudes
to the imitatlon of nature changed. Ihls is especislly evident
from the work of #1lliam Hazlitt, wiuc thinks tnat the wethod of
instruction in the Llggourges “places full reliamce neither on art
ror nature, dut consiets in a kind of fsstidious tampering with both,

The helght ol invention iz made %o consist in compiling from bthers,

Yo lbid., e 177.
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and the perfection of imitation 4s not copying from nature. "1 As
an antidote to this “process of fastidious refinement, and flimsy
abstraction" Hazlitt recommende the study of the Elgin Marbles,

The figures have all the ease, the simplicity, and variety of

nature, and look more like living men turned to stone than any

thing else. lven the details of the subordinate parts, the loose

folds in the skin, the veins under the belly or on the sides

of the horses, more or less swelled as the animsl is more or

less in action, are glven with scrupulous exactness., This is

true nature, and true hiatory.g

In Hazlitt's atrioctures on Reynolds's theory of the ideal

form, we can see & reflection of the controversy concerning the value
of the study of enatomy to the artist. Following Reynolds, most
practising artists writing on the creative process advocated detailed
study of nature, but the degrees to which they considered the study
of enstomy necessary varied, Flaxman believed that success in the
imitation of human and snimsl figures depended on the state of
anatomical science. The Greek gymnasium was a source for the per-
fection of figure seen in the statues of the anclents, but

There 1s reason to believe that those groups and stetues which

are pre-eminent in the display of anatomiocal skill were not

executed until after the age of Alexander the Great, when
Hieropbilus and frasistratus had enlerged the bounds of

1+ “Introduction to an acommt of Sir Joshus Reynolds'®
Discourses,” I, in The Complate 8.0 ]
Fe Py Yowe, London 1930, Vol, WIII, Ps 63, Originally in

Jhe Champion, Yow. 27, 1814,

2, Fart IV, "On the Idﬂﬁl," loc. clts, Do 81, Qﬁgaﬂh
in Ihe Champlon, Jan.8, 1815.
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anatomical sclence, by numerous dissections in the school of
Alemdria.1
To Flaxman, besuty is not an imaginary quality, but a real essence.
fioughly contemporary with Reynolds's followers and Flaxman, Sir
Charles Bell, a phyesician, took this empiricsl guest for besuty to

extremes in his jnslomy of Zxpress Cn the other hand, the
painter-gestheticians of the Losdemy, Fusell, Opie and Heydon con-
timed Reynolds's ideas without adding snything of importance to
his views on the ldeal form, slthough in Ople's work it is poseible
to dizcern what was to appear mors clearly in the work of Ruskin and
his contemporaries -~ a confusion about the nature of idealism due
to an incressing precccupation with empiricism., The Reynolds school
were the last of the Keo-clasaicists who were now to give way to
writers who found new inspiration in nature.

It 18 & commonplace of oriticism that Wordsworth led the
Romantic revolt ageinst the mechanisiic assthetics of Heo-classicism,
Complementing fteynolds's imitation theory was the Assoclationist
psychology which saw the imsgination essentially as & passive mode
of memory. In opposition to these viewa, Wordsworth set up his own
theory of the imaginetion which presented its activity as vitally

creative, In the Heo-clessicist view, art and life were forever

diserete. With wWordsworth, art and life were one. In expressing

£@, nd ed., London 1838. First

published 1 8@6
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his views, Wordsworth resorted to the metaphor of organism, Man's
mind grew in & close organic relationship with nature, and as part
of this process, works af art - gpecifically poetry -~ were
produced., It is in this particular sense that it can be most truly
soid that Wordsworth's notion of form in &rt was orgsnic.

In sketahing his conception of the relatlionship between
form in art and the creative process, 1t is natural to begin with
bis remarks on the latter in The Prelude, in which he zttempts to
trace "the growth of a poet's mind" -~ hig oun. From the begin-
ning of life, the "seed-tine" of the soul, Wordsworth thinks, we
are involved in creative activity. The infant's act of perception
is a crestive one, As Prancis Christensen has said, "‘uite liter-
ally, the child'e first postic act is the creation of his mthar."1
Christensen is thinking of the passage in Book Second wherein is
deseribed the child's first sensations, The organic growth meta-
phor is coaspiouously present throughout the poem and appears here
as the process of aseimilating nourishment, The child, "with his
soul/ Drinks in the feelings of his Mother's eyel"

Indeed, as wes noticed in the first chapter of the present
thesis, iordsworth's conception of feeling was fundamentally organic.
This point is often overlooked by crities who see Wordesworth's

1. "Creative Sensibility in Wovdeworth," JEGE, Vol. YLV,
1946, Ps 3‘630
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contribution %o cesthetice simply ms a revolt in favour of =n
expressive, as sgainst s formel theory of poetry. But Wordsworthls
insistence on the importance of feeling in the erestive process
goes deeper than a mere whipping-up of recollecied emotion, =8 is
sometimes asserted, It is orgarie feelinpg that mokes popsible the
whole process of the growith of the mind in the context of nature,
and, indeed, as part of {he organic process of the world, The
child's organiec feeling leads him to creste forms and %o assess
thelr beauly -« he already feels sensetions similor to those
described in the Tipterp ibbey pessage quoted in Chepter One.
Fe is linked to nature by feelings basically orgenie:

Ko outeast he, bewildered and depresseds

Along his infant veins are interfused

The gravitetion and the £iliel bond

Of nature thet connect him with the world.

Is there a flower, to which he points with hand

Too weak to gather i1t, slresdy love

Urawn from léve's purest earthly fount for him

Hath beautified that ﬂ.ower.e..1

Christensen has further remarked that "the senses them-

selves ere creative,” This can be seen from a consideration of
some lines following the passage Just quoted, Already the imegin-
stion is at work in the child,

For feeling hss to him imperted power

That through the growing faculties of sense

Doth like an agent of the one great i
Creste, creator and recelver both,

Te {;p. Qit.’ Pa 55, 1l. u““wl
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working but in allience with the works
Which it beholds, — Such, verily, is the first
Foetic spirit of our human Z!..’:.fe.......i
‘he imagination, then, iz cperative es soon as orgenmic fecling is
present, for it is ¢ function of this feeling. The imagination,
the “"plastic power?! or "forming hend” of the poetic faculty, may
be sald tc Le trmuly vitel and organic, despite the often-acinou—
ledged element of associationism in Vordsworth's thiniing ebout
the effeots of patural objects on the mind, Hig language insists
repoatedly that the imeginative laculty is organie: he “drinks
vislopary power," alil his thoughts are “steeped in feeling,” and
tuls feollng is experienced as "drinking in a pure/ Urganic pleas-
ure” from the objoots of the natural world, Purthermore, in the
eerly Prefoce to Jypical Buliade, sordsworth states that the feolw
ings that are the fountainheed of poetry ave part of our animal
velng. The poot feels as ordinary men feel, but to a greater
degrec on less occasion, and with & greater faculty of expressing
his feelingss
seothese passions and thoughts and feelings ars the general
passiona and thoughts and Peelings of men, 4nd with what are
they connected? Undoubtedly with our moral sentiments and
animal gensations, and with the csuses which exocite thasa....z

It has beon noted by eritics that Wordsworth's areative

1. Ibidn, Ppo 55"57’ 110 %5"61.
9 1‘5701. Il’ p. m.




81

eensibility reacts partienlarly strongly in the presence of the
sublime. Farly in IThe Frelude, we find s pamesce on the imagin-
ation, in which the puet is shown in an eleveted mood, end storm,
rocks and s suggestion of the supernstural - all conventional
paraphernalia of the sublime —— foru the setting.

If the night blackened with 2 coming storm,

Beneath some rock, listening to notes that are

The ghostly language of the ancient earth,

Cr make their dim sbode in distant winde.
Thence did I drink the visionary power....

1
it bas been clalmed that wWordsworth did not trust the imaginative
power uniil the incident of the crossing of the 5lps when he again
felt this power of ihe sublime to call forth the vislonary faculty

in man, Sut in view of the gbmre pussage, and ol the fact that he
later came to desoribe the imagination as “reason in hor most axalted
mood" end to rely imcercasingly on judgment in poetic matters s this
#sgons hardly tensble. In fact, the reverse seems rue.

Dut what is of more interest is that in the eariy irgface

the poel appears &3 & man of "more than usual

organic sensibility,” whlie in the Ipgface to the 1815 wdltion, ve
find the primery requisite for the poel %o be the ability to observe
and desoribe with precision, How it wes said abovs that the imagine
ation operated through intense feeling and especially, peraaps, if

that feeling were aroused by the sublinme, It is also a walil-koown

Te Upe Citc, e ;99 i1l. 307311,
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fact that Yordsworth took a great interest in the picturesque,
which, like the sublime, was enjcying = considerable vogue in his
eerly years. James Heffernan has made & particular point of this,
He has mentioned the influence of picturescue writers like Williem
Gilpin, Dr John Brown, and John Lcott of imwell., wordsworth's
associetion with Uvedele Price and Foxley is, of course, well-known
through lHordsworth!s letter to 3ir George Becaumont, Irom a letter
to Dorothy Hordaworth in 1790, we know that he wes interested in the
pleturesque, and his Guide to the lakes, which appeared twenty years
later, shows that the interest was an enduring one, That, for
Wordsworth, the picturesque was linked to deep feeling and there-
fore imaginative experience is sugmested by lieffernsn's comment on
the (uide o the jakes: "This profound ooncern {or emotional valiues,

over and above pictorisl ones, sharply distinguiches wordsworth's

cest from its numerous predeeeasors.“.‘ it would seem,
then, that sariy on, the picturesque and the sublime wers iwo powere
ful imagipative motives in wordsworth, ihe primacy, then, of the
ability to describe objectively - whiach: seems to be what wordsworth
iz advocating in the 1815 ireface —— seems at varlance with the
ecarlier ldea of the imagination. In fact, this msy be an lnteresting
reflection of the change in popular itsste at the time, regarding

nature. The heyday of the picturesque and sublime was the 1790's.

1. U\g ! i “ L4 4-, 4
Jmagination, Ithaca 1969, p. 25.
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The taste for these was declining by the early 1800's, for thers
was now & new competitor for the publicle leiesure interest — the
ectivity of colleeting, describing, and classifying botanlcal and
geologlical epecimens, This new, sore objective attitnde 4o pature
is perhaps reilected in the new implement in the equipment of
wWordsworth's idenl poet - fidelity to the msterial detail »of
natural objects,
after this digression, let us return tc the considerstion
of the poetie faculty. It was sadd that this orcanic power of creste
ive sensibiliiy or perception is present in eaw from his eaerliest
life, but in some, like ieter kell, it deteriorates and eventually
venishes. 11 needs constant communion with nature o nourish snd
develop 1t. wordsworth telis us that in this, he wes Jucky:
from my “irst dawn
Uf childhood didst thou intertwine for me
the passions thet build up our humen soul;
Hot with the mean and wvulgar works of man,
But with high objects, with enduring things —-
With 1ffe and nature, purifying thus
ihe elements of feeling and of thought,
And sanctifying, by such disoipline,
Soth pain and fear, until we recognise
& grandear in the beatings of the heart.,
Thie introspective approach to the question of the creative process
has a more objeotive countsrpart in the description of the materials
of postry in the early Preface. In trying to avoid the mechaniesl
formalist attitude of Neo-classliclem, Wordsworth is careful o

epproach the digcussion of the writing of poetry through the poet's

Te -Lbidn, Pe 25‘, -Ll' 405"4»140
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feeling response to men and nature. To him, poetry is "the image
of man and nature,” and at this stage, this is a sufficient basis
for formal theory. Indeed, the achlevement of form is discussed,
as can be meen from the foregoing remarks, as & process of growth,
and the materials of poetry are sesn through this perspective, If
we take tho last quotation, in which we saw feel;!.ng intertwined
with the objects of nature, closely with Wordsworth's deseription
of hia poetic materials in the Preface, the rationsle of this notion
of form becomes cbvious., The poet is to choose "incidents and sit-
uations from common life,” then trace in them "the primary lews of
our nature," To thie end ‘
Humble and rustic life wae generally chosen, becauss, in that
condition, the essential passions of the heart find a better
goil in which they can attain thelr maturity,...and speak a
plainer and more emphatic language; hecsuse in that condition
of 1life our elementary feelings coexist in e state of greater
simplicity, and consequently, may be more accurately conten-
plated, and more foreibly commnicated; because the manners
of rural life germinate from those clementary feelings, and,
from the necessary charscier of rural ogcoupations, are more
easlly comprehended, and are more durable; and, lastly,
because in that condition the passions of men are incorporated
with the beantiful and permanent forms of mture.1
It is easy to see from this why, at this stage, Wordsworth sees no
need to impose traditional methods end patterns on his poetry for
the achievement of form. The matter of the poetry in itself pro-

vides the only formal clements necessary. 1In delineating rural

1+ FPoetical Works, Vol.II, pp. 386~87.
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life, he is in fact deacribing an organism —— man's life in nature ——
and the perception of truths about this generaies sponteneously a
vital organization for his poetry, Art is both the image of the
1life process and & functlon of it, it the seme time, by purifying
his rustic language and throwing over his material the "colouring

of imagination,® Yordsworth satisfies the classic eriteria of
general truth and ideal beauty.

In eonsidering the role of form in relation to the creat-
ive process in respect to the treatment of the supernatural, an
interesting feot 1s at once noticeable. Wordsworth seems anxious
to get rid of the traditional formal devices as the foundation of
poetry. Tersonification and cther traditional formsl aide are to
be dispensed with. In relation to the ereative process form 1s
oontemplated more from the point of view of nature then of art.
Form in nature is the sgent of vislonary power in msn, g has heen
mentioned in relation to the sublime, the forme of nature may work
through foeling to stimulate the creative faculty in the mind., The
boating inclident in The Irelude suggests this., Terrified initially
by the sight of the mountain which seemed to pursue him, the young
Wordsworth exists thereafter for some time in a highly excited
state of mind.

after I had seen
That spectsals, for many days, my brain
Worked with a dim and undetermined sense

Of unknown modes of being; o'er my thoughtis
There hung a darkness, call it solitude



Ur blank desertion, Mo familier shapes

femsined, no pleasant images of trees,

T sea or sky, no colours of green fields,

But huge and mighty forms, that do not live

like living men, moved slowly through the mind

By day, and were a trouble to my drom.1
it is above all the forms of patural objects ihat work on the "more
than usuel organic sensibility” of the poet o produce the images
uhich form the basis of truths about eternal reality., 4ind these are,
a8 we have seen, in Chapter (ne, another major element in the organ-
isation of Wordsworth's poetry. Foetry can take its origin from
other sources than the components of conventional form. Iven metre
is relegated to the role of superadded charm, In Wordsworth's dig-
cussion of the crestive process, form is seen purely in the context
of the subjective experience of the poet in nature, and arises in
art naturally through feeling, as the result of a truly organie pro-
cess of mentsl growth. Yo complete the system, reference to the
‘supernatursl import of natural form prevides an ultimately religious
sanction for his sesthetic, It is probably more accurate te repre-
sent wordsworth's theory of form sz primarily the product of Neo-
clessicism and orgenicism, rather than as a revolt of pure express-
ion against formalism, The new theory purposes tc meet the old endd
of Keo-classicism, but to de so by implementing a new vitalistic

theory of method.

Te Ope edt., Pe 25, 11, 300400,
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“ith the Irefage of 1815, however, & drift back in the
direction ¢f Leo~clessic formalism 1s evident., .Although the priune
requisite for the pret now, 28 hes been said, is the abllity to
observe accurately - which seems i suggest a disregard of Neo-
clasgic idealism «~ the new emphasis on the faculties of Judge-
nent, invention, and fancy, and the utilisation of sonventional
genree as & means of achleving or distinguishing poetic form sug-
gest thet confidence in the crganic model has waned, Indeed, & new
distinction between form snd metter resulte. The organic experience
of the poet finds its use now merely in gethering the meteriale of
poetry, which are then "cast, by means of various moulds, into
divers forms," -- & return to the mechanlesl metaphor. JCariously
enough, however, in arranging lhe pcems ¢f the 1215 edition, Yords-
worth, as Scoggine and i:wan1 have pointed out, has clung to the old
growth theory. The poems sre arrsnged to show the progressive
development of the mind -~ "that the work may more obviously corres-
pond with the course of humen life.”" Dut this method of organisat-
ion no longer appears edequate to Wordsworth. e introduces new
criterie for classification, using the existence of traditionsl
genres ss a justification. Foems may now "with propriety be arranged
either with reference to the powers of mind predominsnt in the pro-

2 Com

Iincoln, Nebruska 19 soprdevorth as
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duction of them; or to the mould ir which they are cast; or laste
ly, to the subjects to widch they relate."1
Moreover, the new premium placed on the power of accurate

observation bringg\with it the implication that the imapiration is
P longer all-powerful, This is further stressed by the definition
of the roles of judgement, fancy, and invention, The function of
the judgement in velation to the othere is particularly revealing
of the new trend, It ie to

sssdecide how and whers, and in whet degree, each of these

faculties ought to be exerted; mo thet the less thall not be

sacrificed to the greater; nor the greater;, slighting the

less, arrogate, to its own injury, more than its Jue. Ty

Judgment, also, is determined what nre the lawe and appro-

priste graces of every species of eaupoaitdan.z
A greater emphssis ig thus given %o mechanicelly-innosed form. The
imagination remeins the basis of poetry, but its operationz sre con-
fired tc discrete areas of poetic activity. Poetry seems now in
denger of becoming the rroduct of the mechanical operations of o
muber of distinet feculties towsrds = formalistic and, raother than
the sponteneous, vital growth of the serlior Prefnas.

In his recent study Coleridse 2t Yordeporth, the foetry

of Croyth, Stephen Frickett ham rugpested that Wordsworth was not

entirely aware of the philosopkical implieztions of the organic

1o Foetdeal Gorks, Vol, II, p. 432,

2. Op. cite, p. 432,
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metgphor he wee uging, Fricket? pointe to the fact that theovertly
associationist description of growth®™ from lines 244 to 257 in the
1805 version of ¥he Prelude were omittad from the 1250 version,
Thie, he thinks, is due, not to Yordsworth's swing sway fron Hartley~
ism, but o hiz fallure to recommise the mcientific context of his
thouosht,
The miatake is to see Yordsworth ss a shilosopher at all,
like Coleridge, he was looking for an intelleectual framework
that would formalize bis vivid intuitive and observational
grasp of mental development, I think 3t would be rossible to
ghow, for example, that the whole of the omitted passape is
perfoctly consonent with Xantien principles ~ an 1llustration
of 'epigenesis.,' 1 do not believe for one moment that 44 is:
merely thet lordawerth's sccount of shildhood develonment was

based not on eny philosophiezl theory, but only or common-sense
observation of bables,

1

Te accenpt Prickett's view we mizt ipnore the colentific
implieationg in Yordesworth's use of lanpuspe ns indiocated in refer-
snee to the Tintern dbbey paszsaze suoted in Chapter One of this
thesis. e mst discount, too, the considerable influence of Cole~
ridge -~ which “rickett himzelf nimits, & more likely explanation
of Wordsworthis seeming rejection of this early issociationism is
that he merely shifted his interest in imsocismtiontism from the atom-
istic and physiologiocal theorvy of Hartley to the "fseulty' approach
of Thomag Held snd Dugald Stevert — two of the foremost of the

Assoclatlenist psychologiets., is the trend for "feculty? psychology

1. Cambridee 1970, p. 91,



in faet replaced that aof Hertleyiem, it would appser that, considere
ing ‘he tendency of the more faculty-criented 124 5 irefmee, Worde-
worth was modifying his theories to keep pmoe wilth what was most
feshionable in soiemce, It scens, than, to be not in the lesst Tapre
fetched to areribe to Wordsworth a conselous use, serlier in his
career, of the concept of epigenesis as an anslome for the crestive
process,

Thiz theory scens espeoially valid in view of the great
freedorm i th which his friend Coleridge employed the concept of

organic prowth, as Jdemonatrated by ¥, t, ibrams in

e 3.,%.1 Pefore antering inio a Aiscussion of Zolerlidge's use of
organiecism, however, 1% is necessary to supply a little background
information on the progress of theories of growth direetly prior to,
and during, the period under discussion.

There wers two principal theories to ncoount for the pheno-
mena of growth current in the late eighteenth century, The first snd
more orthodox of these was that of preformation or gmimm.
hdecording %o this wiew, put forwsrd most afficiently by the iuwias
rhysiologist, ilbrecht von Haller, working at Cdttingan, the organ-
1sm ecomplete in every detail was present in the germ, so that growth
merely implied enlargement, In other words » the process appeared a
mechanical one, and no orgasism was endowed with the ability to

1« The Norton Library, New York 1958, p. 218, First
rublished Oxford 1953.
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generate suy new form by nesns of ite own witsl processes. The form
wvas determined from the beginwiag of the individual 1ife - according
to some theoriste, from ihe commencement of 211 life, the creation =
end nothing new could srise svontaneously. The epigenetic theory, in
oppositlon to this, held thai new formation was the means Ly which
the organlsm arrived, from iis first slementary form, et its sdult
sinte. The preat oxponent of this view was, of course, Caspar
Friedrich Wolff, of the icademy of the Impress Tatherine in 5S¢

fgtersturg, Uis

yilonis, a theoretical and philosophi-
enl delence of eplgenesis which appeared in 1759, deseribed the
monad (berrowed from Leibniz] leveloping inte an organism by means
of its own vital force. To complete his theory, Wolff borrowed
from Jtehl the theory of s vital generative force in naturs. He
carried on a controversy with Haller for some yeers, ending with

the triumphent publication in 1768 of Wolff's

Miporum disproving faller's theory., In spite of this setback, howe
ever, the considerably greater Influence of Naller preveiled, and
Wolff's theory did not gein general acceptance until 1212, when
Veckel published = translatlon of his work,

However, In the last yeers of the eighteenth century, the
epigenetic theory made considersble headway. It had always had its
adherents, and a major figure among these and one that is of partic~
ular intereat here, for his connectiocn with Coleridge, is Johann

Friedrich Blumenbach., Blumenbach was mentioned in Chapter Cne in
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cutlining the contemperary idess of vitallism, As has slresdy been
hinted schove, %the praformationist thecry temded te become identified
with ihe mechanistic philosophy, #nd the epigenctle with the vitslist
ybilosophy. The division is not as thorough-going as Uriesch claims,
tisedhaa hag polnted out that some nmechaniaile - Haupertuis, for sxam=
ple -~ were in favour of epigenesis.1 (iven the vitalistic ‘enden-
ciss of the mechanistic philosophy of laupsriuls, os remarked on in
the lesi chepter, this is noi surprising. lier is 1t unexpected thet
an solectic like Coleridge wouls ignore divigions and secte %o choose
the olenents thal seemed most apt for his purvese from & wariety of
ergenle theories, including both “surertuls ard Hlumenbach, however
these were popularly classifled.

Je ¥mow that, during his iime in Gernany, Tolerldge attend-
ed lectures on anaturel science and physiology gzlven by Slumenhach,
and intended translating pari of his work. From thewe contacts, he
no doubt abscrbed the doctrine of splgenesis and vitalism, Jlunenw

bach'a J

inalght into the
neture of ihese. while he agserts thal the "vitsl energy is the
very basis of physiology® he i compelled fo admdt thai "itp noture
and cavses arve uost obscurce." Dblumenbach then establishes the var-
ioue orders of the vital powers, ac was wentioned in Chapler Cae,

and follows this up with a discussion of the pls

1. Chemiocal il gy, Cembridge 1931, Vol. I, ppe 206-207.
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Even in our memory, some physiologists of reputation have
contented themselves with roundly asserting that true gen-
eration never ocours, but that the whole human race pre-
sxisted in the genitals of our first parents, in the shape
of previously-formed germs which become evolved ir success-~
ion,

Zplgenesls on the other hand, supposes

sosnot an evolution of flotitious germina by conception, but
& true and gradua] formation of a new conception from the
hitherto formless genital matter.

This true generation by successive formation has been
variously described by physiclogists, but the following ve
consider as the trus scoount:

1. The galter of which organized bodies, and therefore the
human freme, is composed, differs from all other matter
in thias, that 1t alone is subject to the influence of the
vital powers,

2, Among the orders of vital powers, one is eminently remark-
able and the lesat disputable of all, — which, while it
acts upon that matter hitherto shapsless but mature, imparts
to 1t a form regular and definite, slthough varying acecord-
ing to the particular nature of the matter, To distinguish
this vital power from the rest, permit us to designate 1t
by the term, - NISUS E“ORMATXVUS.1

It 18 & well~known faot that Coleridge borrowed his distinction
between mechanical and organic form in art from 4, 4, Schlegel, and
that he was familiar with Kent's use of organicism, But in Hlumen-
bach's pipus formativus we see the basic model for the organic meta~
phor as it was used by Coleridge in theorising about the creative
process in art. The plgus formativig is an exclusively human
fasulty. Again, the very mysteriousness of the nature of the vital

nstitutions of Fhvs

g AnsLtions of jolozv, trans, from the Latin
of the 3rd ed, by John {lliotmon, 2nd ed,, London 1817, pp. 17-18,

333-35.
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povers and the sctlion of epigenesis worked in favour of their
adoption es & model for a fundamentally supernatural and intro-
Jap&ctive theory of art. Coleridge frequently referred to the
creative power of the artist as "magioal," and both Kathleen Coburn
and Appleyard have noted the Coleridgean essoclation of the word
"dimness" with the procese of growth as well as of introspection
acoompanied by deep feeling - two major elements in his poetic
thnory.,,

As might be expected, Coleridge's organiec theory of the
creative process had much in common with Wordsworth's, But s basie
difference is evident in the pre-eminence given by Colericdge to will
over organic feeling, Critice have more than once remarked that
Wordsworth's orgenicism was lemding him in precisely the direction
he wished to awvoid ~~ that of mechanism, But the organis sspect
hardly enters into Coleridge's idee of the feelings assoclated with
the creative process. Farly on, he toys with the ides that thought
nay be a merely physiclogical phenomenon, but this is not retained
in his mature theory of creativity.

dbrams has brought to light the proliferstion of the plant
metaphor throughout Coleridge’s writings which he describes ae "a
very Jjungle of vegetation." It is not intended to offer Blumenbach
ag an exclusive or original source for Coleridge's organic metaphor.

1+ Appleyard, op. cit., p. 89 and note,



95

Indeed, ibrams polnts cut that this line of thought ante-dated
Coleridge's acquaintance with Blumembach, and in addition to the
German ldealists wlready mentioned, he notes other sources in con-
temporary English physiologys Coleridge gives the properties of
the plant, as distinet fiom the mechanical system first in a lstter
to John Thelwsll, in December, 1796, two ysars before the trip to

Germany., The referances

sesclminate in his Theory of 1dfs, which incorporates various
concepts from the German Natur-rhilosophen and from the dia-
coveries and gpeculations of Unglish 'dynamie' physiologists
such as Hunter, Saumures, and i‘abemethy..’
Abrams then procseds to show how the characteristic properties of
the plant are sll reflected in the languege in which Coleridge
describes the imaginative process: the plent originates in a
geed, -~ the poem in a unity -- both grow, sssimilate to their own
substance alien and diverse elements, and finally achieve orgsnic
unity by developing "spontaneously from sn internal source of
energy." )
Thie last is of especial interest. Fointing cut that
Coleridge's favourite method of indicating how mechanic differs
from organic development is to state that the latier implies growth
from within, he offers iA. W. Schlegel as a source for Coleridge's
distinction between organic and mechanic form, [othing, however, is

said about the “internsl sourcs of energy." But 1f ve take these

1 Qp. Qitu; Ps 170.
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elements of Coleridge's thought in conjunction with his famous

oot

pessage on the imsgisetion in Chapter Thirteen of J

Literaspls, su interesting fect cmerges. The secondery imeginebion
- the postic faculty - is Gaseribed as "ocoesxlsting with the con-
sclous will," The two work together. It iz only in close union
with the will that the imaginetion "essentislly witsl,"” "dissolves,
diffuses, dlssipstes, in order to recreste," or "slruggles to idesl-
fze and unify.” The will thig sesms to serve the fumction of cnerge
1zing the imaginstion - clgewbere Coleridge speale of the artlstts
Umighty inward power" - and the siress is on the vital, pwrposive,
nsture of the precesse In relation to this, Blumenbach®s note on
bis use of the term glgmug, which can be transleted sz "siriving,"
ia o speclal interest:
The word glsus 1 have adopted chiefly to express an energy
truly vital, and therefore to distinguich it as clearly ss
possible froa povers merely mechsniesl, by which some physiolo-
gists formerly endeevoured to explein generation.,
Here we hove two of the fectors present in Coleridge’s description
of the crestive processy vitality and effort. Obviously, Blumone

bach's plaus

ze does not provide an erecht anslogue for
Coleridge's conception of the aorsative proceass, but it shois light
on how Coleridge conceived of the motusl fuvctioning of the imag

aticn in producing an orgenic forme In this way 1t not only helps
£111 out Sbrams’s account of organiolsm, but supports what must be

1o Q‘p. Gits, Pe 336.



o
i

obvicus to anyone more than superficially acguainted with Coleridge's
thought. His theory originates in & more tuorough eoquaintance with
and understanding of the nature of contemporary thought then would
be concluded from the faot that his thought on organic form shows
affinity with 5. He Schlegel's. Katural sclience is as present to
Coleridge's mind as metephysica ~- or, to put it more precisely —
Joleridge has material emough to construct iis own metephysic,
To explain a difficulty is not to explain it away, but

the account of the vital energy given above does illuminete s diffi-
oulty in Coleridge's thought. w#ith kordsworth, the orgsnioc neta-
phor seemed to lead in the direction of unconscious mechanism.
Coleridge tried to avert this by intervening the will =- with limited
success, a8 Abrams notess

In Coleridge's mesthetice, no less than in his ethios and

theology, the justification of free-will is & crux - in

part, it would appear, becsuse this rums counter to an

inherent tendency of his slected a.nalogua..‘

But we con see from a consideration of the almost deliberate nature

of Blumenbach's pigus

s that Coleridge does not see the
uncongcious neture of plant development as “the inherent tendency
of his elected analopue." lie sees the procesz of organic develop~
ment rather as purposive.

The preference for conscious conitrol in the creative pro-

cess results in a further difference from Hordsworth. In Wordsworth,

Te U'{h Gifuy P 174,
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the feelings, it has been shown, were largely of an orgenic naiure.
“he enimal sensstions played & considerable part in the creative
process. ¥ith Coleridge, these are toc Le subordinated to thoughts
+ssl have laid particular etress on the worde “human wind, ¥ e
meaning to exclude theroby 21l resultes common to man end all
other sentient creatures, and consequently confining myself
to the effect produced by the congruity of the animal impress-
ion with the refleotive powers of the mind; sc that not the
thing presented, but that which 12 re-presented by the thing,
shall be the source of the pleasure.1
Gimilarly the metre, which in Wordsworth was superadded for delight,
becomes, in Coleridge, & product of the will for formel ends.
wordsworth's approach to metre refers merely to the “superficial
Lorm " & "legitimete poem," on the other hand,

sosmust be one, the parts of which mutuslly support and

explain cach other; &ll in tbeir proportion harmonising

with, and supporting the purpose and knowm influences of

matrical arrangamont.z
Tn other words, metre is vitally interfused with the other clements
of composition -- all intersct with eack other snd can oxis{ only,
like the parts of any organism, by means of mituel support,

But the role of the metre is given a certain predominance,

We have seen thet will and reflectior are as imrortant to the zrea-
tive process as feeling. Thimw is further evidenced in “oleridge’s

theory of metre, Its origin is "the balance in the mind effacted

1. " Poesy or irt," repr. in Blogspaphia I4
ode I W}IH\IWOSI, uxford 1907, Yol. II, P 254-

Tri g .: 701. II, ?t 10&




9

by that spontaneous effort which strives to hold im check the work-
ings of passion.' Since metre is the result of a stzte of increased
excl tement, it should be "accompanied by the natural language of
exeitement,” In this way it can be said to contribute to the gener~
ation of form, me iﬁ. initistes the selection of language in keening
vith a certain decorum. However, metre is not t@ nsurp the governw
ing office, sud impose mechanical form. There shonld be “an inter-

penstration of passion and of will, of gp

g impulse and of
yoluntary purpose.” The metre remains the implement of controlied
feeline, as do the other aspects of composition,

Ffogle has remeried that, while Coleridge ls interssted in
the theory of genres, he Jiffers markedly {rom the Keowclassical
eritioe ir thet his {heory of genres is bassed on the rotion of organ-
ic unity. Dertainly he differs from Wordsworth, whose theory of
genres, like his theory of metre, is rooted in very shallow seil,
Fogle explains Coleridge's metsphysical approach as followss

fiis procedure and his terminology are dialectieal or “polar,t
Reality is always organic unity or wholeness, but this reality
can only be discursively revealed as two, in the form of polar
opposlites reconciled, or of centripetal and centrifugal forces
in equilibrium, In amesthetics this principle involvea the full
acceptance of the doectrine of organie unity of form aud content,
but at the same time it preserves their distinoinese as ooncepts,
for without thelr twonese organic unity would be structureless
and unintelligibla.1

rrecisely how this dialectio functions in the omse of form and content

1. 'The
1962, PO 4""§¢

riticiem, Berkeley, Jalifornia
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38 not clesr from Fogle's subegequent remarks, if by form i: meant
snything analogous to the eo-classical genres. It is significant
that Fogle drops the subject and Limedlately takes up in ite place
the theory of the {magination and the organie grouwth theory,
(oleridme's true gosition on genre asppears ambivalent, The purpose
of poetry is, continuing the organic metaphor, "to communicate from
each part the greatest imnediiate plessure compatidle with the
largest sum of pleasure on the whole." Hut immediately, the weans
of plessure is subordinated to the mechanisal exigencies of & par-
ticular genre or form:

"his, of course, will vary with the different modes of

poetry; -- and that splendour of particular lines, which

wonld be worthy of admiration in an impassioned elegy, or

short indignant satire, would be & blemish and proof of

vils taste in a tragedy or an epic poen. ,
It would seem them, that, despite Fogle's arsument that Goleridge’s
view of genre was organically founded, by virtue of his theory of
the imagination as reeolving polarity, more than a vestige of the
0ld Neo~classical approach to form remains,

In discussing the imitation of nature, Coleridge seeums on

firmer ground. He does not, like wordsworth, attempt to make the
foras of nature serve & double purpose of copy on the one hand and

vision on the other., Rather the artist must rise sbove mere copy-

ing by imitating the vitel beauty of naturs, not the dead form,

1« "Lecture iotes and Other Fragments,® in jhakespsarssi
Sriticiam, ed. T. ¥, Raysor, Everyman, London 19&), Vol. I, p. 148,
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The beauty of nature is

ss+in the abstract, the unity of the manifold, the coalescence
of the diverse; in the conarete, it iz the union of the shape-
1y (forusaus) with the vital....

If the artist coples the mere nature, the
what idle rivelry! If he proceeds only from a given form,
vhich is supposed to answer %o the notion of beauty, what an
emptiness, what an unreality...! Belleve ns, you mist master
the essence, the patura paturaps, which presupposes a bond
between nature in the higher sense and the soul of man..,

The artist is to imitate both the products and the process of nature.
The creative process of art will then be similar to the creative
process of nature, with the difference that art is deliberate,
nature unconscious., The resulting form in art will be, thus, trly
organict
The form 1a mechanic when on any given material we impress a
predetermined form, not pecesserily arising out of the proper-
ties of the material,
flumenbach, it is interesting to remark in paesing, states that the

s imparts to matier a form “varying according to the

particular nature of the matter." To Coleridge, form in art can be
sald to be organic when 11 iz "innate." It

sesfhapes as it develops itself from within, and the fullness
of its development 18 one and the same with the perfection of
its outward form, Such is the 1li1fe, such the form., Hature,
the prime genial artist, inexhaustible in diverse powers, is
equally inexhaustible in forms. Each exterior is the physiog-
nomy of the being within, iis true image reflected and thrown
out from the concave mimr.z

1. "On PFoesy or irt," op. cit., p. 257.

2. '"Lecture Notes and Cther Fragments,” op. cit., Vol. I,
Ps 198,
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Shakespesrs, the ideal poet, 1s "a naturs humanized," In extending
the orgenic metaphor to include imltetion Joleridge ovoids, tco, a
lapse into empiricism in approaching the question of the ideal form.
Rather, he stresses thet the
enotirtist mst imitete that which is within the thing, that
which is active through form and figure, and discourses to us
by symbols -- the Natur-ceinmt, or spirlt of nature,...The
idea which puts the form together cannot itself be the form.
It ie above form, and is its essence, the universal in the
individual, or the individuality itself, -—- the glance and
the exponent of the indwelling power.,

We find then, in both Wordsworth and Coleridge, an attempt
to give a new nscendancy %o the role of nature in the arective pro-
cess, They both try to found a rationale of art on the basis of
the organic metephor, In Wordsworth the approach is through the
suggestions of natural sclence regarding man's feeling nature end
through his assimilstion of thle tec contemporary psychology. lie
relies a great deal of course, on observation of nature, of man's
1life in nature, snd to a persevering introspection, By contrast,
Coleridge uses contemporary science in a much more elaborate and
consistent metaphysical construction, He attempts to comprehend
the whole province of art, vhereas Yordsworth is bound largely o
the subjective experience of the poet. Curiously emough, though

Coleridge's is the more impressive performance of the two, the

trends discernible in Wordsworth's theories tended to be taken up

e "On Iiroﬁﬁy or &!‘t," O cit., {te 25@1
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by later writers, Uoleridge's metaphyeics — his imagination and
organic theories - were put aside In favour of the issocistionist
approach to creativity end of the snpiriesl cbservation of nature.

This is, of course, in keeping with current tendencies
of thought generally. sibrams hes romarked, regarding issociation~
lame

in spite of his wvaliant efforts, Uoloridge falled to gzive any
substantial check to the elementarist philosophy of mind in
cngland, Indeed, the system only achieved its most detailed
and unoowpwmhing statement in 1829, with the Anglysis of the
ho Hwnan Mind of James Mill -~ "the reviver and
secund toxmdsr,“ as his son sald, of Hartley's sssociationist

payohology.1
The prestige of metaphysical snquiry declined sharply in the mide

nineteenth century, It will be recalled, too, that in Chapter One
of the present ossay it was sald thet the middle decades of the
contury saw a great growth of interest in questions concerning the
zxaot deseription of form in the natural sciences. The work of a
good many acsthetic writers of ‘thaua decades shows & strong inter-
est in assoclationisn and the eriteria of form, a3 well as some
confusion concerning the latter, but none more so than thet of
fuskin,

It has already been remarked in the previouas chapter that
Fuskin confounded latonic with Lockean notionsof form. It vas

sugzeated that this was due to his predonminant tendency to approach

1s Cpe citey Lo 177,



104

form in nature smpiriesnlly. Althoush Ruskin 4inaisted on fidslity
4o the Agtall of nature, he was unmwilling to give up the notion of
the ideal for {t., Thus, he was led into prescriptions like the
folloving for what was ito be the aim of the artist,

The true ideal of landmcape is preclsely the same as that of
the human form; 1t is the expression of the specific - not
the individual, but the specific -~ sharacters of every object,
in thelr perfection. There is an ideal form of every herh,
flower, and tree, it ia that form to which gvery individual

of the specles has a tendency to arrive, freod from the
influsnge of zceldent or zﬁsmo.1

This seems to ba very much like Reynolds's reneral truth, but later,
Tuskin trios to sodify Neynolds's view. !'e iz asnvinced of the
falsity of the maxim "General truthe sre more important than par-
timlar ones,"”

seeit 18 carelessly and falasly sald that goneral ideas are
more important than particular ones; carelessly and falsely,
I @ay, bacause ths gso-pcalled general ides is important, not
because it is common %o all the individuals of that species,
but boecause it separates that specles from overything else.
It is the distincetiveneszs, not the universality of the truth,
which renders it imrortant. ind the gso-called particular
idea is unimportant, not because it is not predicable of the
whole spacles, but because 1t i3 predicable of things out of
that species., It 1s not 1lts individuality, but its generslity
which renders it nnimnortant. 2

Here, while avoiding direct rejection of his first principle -- the
representation of the {deal -~ Ruskin seems almost to be indireetly

supportine his rreference for individuslity, FEarlier he claims that

NLeTH, Yol I, pe 27

s Vols I, pe 152,
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"botanical or geological details are not 4o be given as matter of
curiosity or subject of gearch, tut ag the uitimste elements of
gvery speclies of =xpression and order of ].mm:l:mﬁaa,,'~"Ji - but
details are explicitly required, nonetheless. It wouid seem that
fugkin wants %o advocats slmulicneously adhierence to the general
and the individusi. Sertainly, bls scheme Tor arriving at the
ldeel is the same comperctive study of natursl objects as Heynolds
recoumends, IHowever, Ruskinm is reluctant to admit ite validity,.
Let us askes., firsi, what kind of ideal form may be etiri-
buted to a limpet or an oystery that 1s to say, whether all
oysters do or do not come up to the entire notion or ldes of
an cyster, - 1 apprehend that, of those which are of full sise
and bealthy condition, there will be found many which Zulfil
the conditione of an oyster in every respect; and that so
perfactly, that we could not, Ly combining the fecstures of
two or mors together, produce a more perfect oyster than any
that we Bee., .

{et whon we come te his remsrks on the imitatdion of nature,
we find that the ability t¢ imitate clasaly iz not seen us giving
any marked notion ¢f power in the artist, nor as affording us any
butl whai Jusitddn regarded as the lowest sort of pleasures, It is
"nacessary to their enjoyment that the mind should reject the im-
pression and addérese of the thing represented, and iz itself only
upon the reflection that it is not what it sesns Lo be. 411 bigh

or noble emotion or thought is tiue randered physically impossible....” 3

..'u'-b-: YO}-. I’ p’o 1020
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Moreover, this sort of imitation ie possible only of "mesn and
paltry” subjeets. ‘uskin knows from ohservoiion thai mountains and
clouds are impossible to imitate precicely, yet somelow he hes to
support his l1deal of truth te psture. Yo have 1o look further than
the crai’t of imitetion if we want the truth to pature which “uskin,
on one principle or enother, seeme %0 e everywhere urging,
iie attempts fo provide a solution with his notion of idess

of truth. but kis ceiinition of itruth veems Lo take in imitstlon,
Tt is "the faithful statement, clther to the wind or senses, ol any
fact of neture." e proceeds however, o distinguish between initat-
jon and truths

Imitation can only be of somethling materiai, but truth has

refarance to statements both of the qualities of materlsl

things, and of emotions, impressicns, and thoughts. There

is & woral as well as materlal truth, -~ a truth of impress-

ion as well a8 of form, ~— of thought as well as of natter:

and the truth of impression and thought is a thousand times

the sore importunt of the tuo,,‘
fuskin then sttempis s further dstinetion by steting that {ruth
can sxiet independent of iwitation, by %he use of gysbol. Marther—
more, bto achleve iruth, only one attribute of an object riesd be
represented, whereas imitation demands se complete o representation
28 possible. These statements accord 111 with fuskin's earlier

gongept of Iideiity o the deitall of namrey +hhe confusica belbween

the ideal and the individual which is percepiible throughout hie

1s .Lbidc, e ‘iUAQ
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theory is most apparent here, His eim ie, without recourse to
metaphysies, to reconcile hig theory of the divine origin of the
natural world through the use of & precariously-vesed ideslism with
his other groai precccupation -- the detail of natural form.

Hlis approsch Yo the psychology of creatividy follows a
predicheble paitern. In desling with {the problem of neture and
the idesl, he iries tc diminish the role of metephysics, sud beth
uses and rejects leynolds. iere, while he dees not accept the
~eoociationist theory of the imagination, especially ss expressed
by mugald tewart, he follews the .ssoclationisi sysiem of &ivision
inio three fascuitles in his own anelysis of the imagioetion.
stewart divides the imaginatdon into the Tuncilong of conception,
abstraction, snd eascclative fancy. [mskin puts forward the follow-
ing scheme of ihe three powers of ke lmagination:

1% combines, ani by combination creates new formsp tut the
secrat pringiple of this combination has not heen shown by
the enslysts. agaln, it troats, or regards, both the simple
imeages and 1ts own combinations in peouliar ways; and
thirdly, 1t penetrales, analyzes, and reaches tzutiis Ly no
other faculty diammrable.1
These functions he nsnes the "Coubining or issoclailve,” the
tinalytic or renstrative’ and the "legardent or Contemplative," It
is not intended to digress at length hers on Huskin's theory of the
imsgination. Y¥nough has besn said to support the view offered

earlier of the character of his thought.

1. Hodern fainters, Vol. IT, p. 228.
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shile wisiing to retain the oid ldealism, and its religlous
ganction, duskin is leellng the pressure uob culy of his own snti-
metaphysical empirical-mindedness, but that of the scionce of his
day. 7The great contemporary queaiions concerned witu the exact
description of form leave thelr braces in ids Theory as & not
entirely succeasful attempt to achieve valid criteria for form in
art, 1In this quest, he was not wlous. Supporters of the creed of
fidelity to nature were many, and toth tkedr willinguness to accept
¢ Jegree of ldeallsx and their reverence for science varied consid-
Brﬂblyl
it wes ameng the ire-imphaciites, of course, thet the
ideal of truth %o ihe detsall of nstursl forms was carried io iis
furthest extreme., asriting in the ire-laphaeiite journal, Ihe Cerm,
in Janusry 1850, John L. Tugper states thelr fundamental poeition:
«osthe antique, hovever successfully it auay have wrought, is
not our modely for...fine art delights us from belng the
semblance ¢f whal in neture delights. low, &s the artlst
does not work by the instrumentality of rule and seience,
but mainly by an instinctive impulse; if he copy the
anticque, unable es hie is to segrepate the merely delectable
matter, he mst neede copy the whole, and thereby multiply
models, which the cssting-man can do equally welly; whereas
if he copy neture, with a like inskility to dletinguish that
delectable attribute which sllures hinm to copy her, and under
the same nocessity of copying the whole, to meke sure of this
"tensnt of nowhere;” we ther have the xrtist, the instruocted
of nature, fulfilling bis naturel cspacity, while bls works

we have &g manifold yet various as nature's own thoughte for
har childmn..‘ .
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Here, any sort of technique except that of exact observation is
seen as superfluous, If the artiat can copy - imitation in the
sense used by isynolds is unnecessary -~ nature will do his job
for him. The sbillty to select snd compose sre not regquired. Yet
behind this seeming unscientific approach lies a scientific motive,
ag an article in the next monthly issue by John Seward, "The Furpose
and Tendency of Itallan irt,” shows. He points out that the sciences
have become almost exmct. The aim of art should, llke the aim of
the sclences, be the search for truth through ever-widening know-
ledges Thus, "Truth in every particular ought to be‘ the alm of
the artist.” He must "be content to study nature alome, and not
dream of elevating erny of ber works, which are alore worthy of
ropranmt&tion."1 ks My Romsetti still upholds this position in
his article “Animal Design and Landscape: ALspects of Thelr Contem-
porsry Ireatment,” in Mammillars Mapmzine, June 1863, iowever, he
iz more explicit and more idealist as to what constitutes scientifie
truth -~ it is to be the specific, not the individusl that is to be
ropresented,
the medium course, gzactly corresponding to the demends of our
time, svems %o lle in & careful development of ggoloriecal cher-
scter, as distinct from the conventional, on the one hand, and

from the merely individuel, with 1ts Ingenious personslity and
comparetive temity of impression, sn the a't.hm“.2

1 Cpe eite, b 61,
2, Ope ﬂit., Vol. VIII, pe 119,
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Yet even here, the preference for recording the individual shows
through. 4 soene may be chosen for representation in landscape
painting, "not so much becsuse it lends itself %o the purposes of
pletorisl art and composition as beceuse it is actually there in
nature." Farther, it is suggested, to some extent distorting Suskin,
that

+oeniot only the external facts, but also the mental effect,

of a natural scene can be best realized by very c¢lose adherence

to its several constituent parts — the real, direct facta of

form and srrangement, of colour, relstive tone of objects, and

8o on,

1
In opposition 1o the views of the Ire-Raphuelites, we have

the views of John Macvicar. According te his theory, the ideal ies
the aim of the fine arts, This he definea as "the forms of reason
spontanscusly pieturing themselves in the imagination =t the sight
of mm.”z Man, like God, can create the beautiful, but he ocannot
originate 11, Ke mmet go to the forms of nature -—- he must "commit
himgelf to mature; he mist seek and find communion with her spirit;
and grasping some one or other of her typleal forms or conceptions,
that and that only must he venture on earpr:zmnirxg...."3 God is the
source of the beautiful which is manifested through natursl laws

and their products., HNstural philosophy is then of use to the artisi

1e Ibida; Pe 121,

ful, Sdinburgh 1855, p. 130,
3 Ibi&u, 'pﬁ 18.
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ir. disclosing "what thosze forms and lineaments are which the lawe of
nature tend gsnerally to produce," for these are teo provide the prin-
ciples of besuty in art. To requirs "the very forms which nature pro-
duces in detall, is ito undervalue the type and the gemis, sand to pre~
fer the individual," which Macvicar thinks beth unphilosophical and
against the evidence of history. The individual leads to "mere
portraiture,”
in mesthetician whose works regeived more attention in

their time than Macvicar's, and who shows more evidence of influ-
ence from the natural sciences ig S5ir Charles Fastlake, s is,
like Macvioar, an idealist, but his interest in the empirical ap-
proach to natural form is far greater, That he 1s well-read in
naturasl gclence is obvious from his refersnces to Camper, Blumenbach,
Cavier and others, Like Ruskin, he 1s opposed to excessive imitat-
ion, but from pragmatic considerstions,

Sould the imitation of living objects, for example, in

Painting or Sculpture, be carried to absolute deception

as regards their mere surface, we should only be reminded

that 1ife and motion were wanting. On the other hand,

relative completeness, or that consistency of convention

that suggests no want -~ the test of style -~ 1s attalnsble

in the mimzte as well ss in the lerge view of nawre.....!
Fowever, the imitation of nature may well provide the starting-point
for the artiat, for it teaches him to see the "ralations of harpony

which cannot be had from a simple copy of nature, This leads to the

2nd ed., London 1870, pp. 11-12.
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development of the creative power by which he can produce an imitat-
ion of nature, the components of which are related ss naturally and
harmoninusly as they are in the anatural world., Unfortunotely, this
prineiple is vaguely expressed:

The dependence of avery portion, every satom of nature on vwhat

it oomes in contact with, is its 1ife, its excellence, its

beauty... & work of art which is trus to itself in these great

principles of nature is more really imitative than a collection

of facsimiles of the pecullarities snd accidents of nature,

which, it will generally be found, have no comnection with

sach,othar.1
is might be expected, the sclentific recording of detail is a matter
of secondary importance, and, though & knowledge of the detalls of
natursl form is an ald to the artist, he must be capsble of more
than mere imltation:

The definition of visible characteristics,..is accomplished,

in & great degres, by the comparative apatomist, the botanist,

and other votasries of aclencet such investigeators may conse-~

quently render more or less service to the srtist. Put the

paths of the two classes of ingquirers soon divarga...-z

Iike Reynolds, “astleke proposes comparison and selection

from nature, but unlike Reynolds, he displays ¢ tendoncy te speauiate
on the meang by which the type to be represented in ert say be arrived
ate In bis view, comparison not only of members of the ssme specles,

tut of specles with species, 1s necessary. He cites the example of
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Greelr srt. Greck artisis aschieved a supernetural beauty in portray-
ing the human form by expunglng ell treces of wman's relationzhip
with inferior animalg. This is admitted {0 be s relatively Aifficult
feat, as there is no empirical evidence of what 1s needed to complete
the somparative process -- there Is ne creature abeve man with which
he can compara himself, But for the animal world it is obviously
mich 2asier %o achieve ideal form. Throughout Tastlake's theorising
on the achievenment of beauty of form, which will be discussed elae-
where, there runs » thread of apeculstlon as to how far the natural
selences can benefit the artist.

Fhilip Famerton, in his Thoug

. A 1 miggestis 2
samprorise between realism snd 1deellism, Ue, like Ruskin, haz gather-
gd from sxperlence that not a1l subjects are suiteble for exmet imitw
ation, !le tbherefore suggests palnting objacts which appear change-
ful, such as mountains, partly Crom memory. lHis approach to land.
scepe in general is basieally ideallst. Landscape, sbove gll,
reflecte man's moods. However, he 13 perfectly aware of the value

of observation and hastens to recommencd the atudy of geology and
botany — "I cannot Imagine s wors efficaclious help to memory than

the clesr snd securate knowledge of the chavacteristles of specias.*g

‘Hamerton, though he belleves that the sclentifie and

. London, ‘3873’ first nublished 1862,
. London 1887, p.13.
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artistic imagination have mach in common, looks back to the foman-
tics in his emphasis on feeling, Feelinz is lnextricably bound up
with the artistic imegination — the artist worke in a state of
“half-felgned" or "half-renembered” emotion — aud it ie this which
distinguishes him from the scientist. Indeed, this imsginative
faenliy cen lead to en art which is almost independent of nature.
i3, sg.with Roger ¥ry, later, is a product of reverie, when
vesthio vision of the world Lecomes...whal <Jordsworth aptly
called ‘eye music,' and.,.painting is then no longer a study
of tangible thinge at all,,..Then comes & new exercise of
the imegination, which no longer occupies itself with imaginary
gscenes and things, but only with sequences and relalions, -—-
in short, it becomes musically ereativc.,‘
Bowever, when he is focumsing on the mechanics of art, Hamerten is
quick to recommend, as suggested sbove, the scientific approach,

aiadh Ard, he explains thet he assoclates

cec8rtistic progress with scientifie, because the art of
painting is atrictly a compound of two sciences, with a
poetic infusion from the mind of the artist. The sciences
sre, first, the great scicnce of natural aspects, an '
infinite ocean of discovery which ten thousand discoverers
might traverse forever without exhausting; and, secondly,
the technical sclence of colour. These sciences follow
preciaely the same iaw of progress es all other sclencefie...

irtists, vhether ihey choose or not, must be sclentific:

sesthiey are compelled to become so because they have enbraced
a profession which includes a natursl eclence, just as the
profession of medicine doee., what I desire to enforce is the
great truth that yithin the irt of Painting there exists,
flourishes, snd advances, & mcble and glorious LTIURCL -~ &

1e dbidey pPPe T2=T3
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aclence as zreat as geology, or astronomy, or chemistry -~ a

science, like them, based entirely on nature, znd which is

essontially and irrssistibly progressive.1
Hamerton is not prepared to Judge whether the gclentific wlll aid
or hinder the poetic elament in art in the lonz run, but it is aasy
to zee tc which be glves the higher value. 4Ls he sees around him
“gime of intonse gcientific activity in contemporary arlists; am
they rensack sll iho reaims of nature for new fucts," he fsaels
faniizited hope snd confidence in the Muture.”

The btenslon bDetween reslism and idsalism was Teil to the

alosing decade of the century. in Lg

Je se Jymonds pointe out thal the two sre in f{act inseparable.
symonds is interesiing a8 he exemplifies s trend whick had been
growing during the period just under discussion and which recched
its peak towards the close of the century. This was the desire to
trea’ problems of art form from en evolutionary point of view.
Symonds statee the basis of this melhods
The fondamental conception which underlies the Lvolutlonary
mathod of thought 1s that all things in the universs axist
in process, lio othor system has so vigorously esforced the
truth that 1t is impossible t¢ isclato phenomena from their
antecedents and thelr consequants.s

in seccordance with the aim of presenting the growth of art as

To Upe cite; ppe 57-8E,
<+ London 18930

3. ;@. Gitc, Pe 6&
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analogous to =n organic development through time, we {ind the forms
of art shown as the result of irnewitsble, unconscious, even, parily
accidentsl processes. w~ith Cymonds, as with Vernon Lee, art forms
arise out of pre-existing forms in & progressive cycle similar to
that discernible in nature.

4 certain type of litepature or art manifesis itself,
spparently by casual ocourrencs, in a nation at a given
epoch., 1f favoursble conditlons ior ite development are
grantod, it runs a well-~defined course, in whioh every
stage is connected with preceding snd succeeding stages
hy no merely accidental link; end when all the resocurces
of the type have been exhausted, it comes to a naturel
end, and nothing but débrisg is left of it. Such types
suggest the analogy of organic mth.

This reduces the role of the artist in the creative process ic a
mere mechanical selection of forms, The form “controls the genlus."
Vernon lee remerks on the strength of tradition:
These traditions, representing the satisfsction of the
rosthetlie inatinet through universal and long practice,
are the stuff of every artdstic style. The individual
artist, however great, merely sclects among the forms
habitusl in iz youth and slters them, even as the
mechanical inventor or the philosopher alters and develops
the spplisnces or the systems of his pradacesmrs-z
The views of Vernon Lee and J. h. Symonds have behind them a long
iine of anthropological studies of art form, beginning wlth George

Harris's Jheory of the irts, publisked in 1369, It is unnecessary

1» Iblde, ps 32

2 'nnthropomorphic aasthetiu," %W»
tpril wm, mnr. in Beaut 1 Ugliness and sy Studles

Tondon 101?,, p. 32.
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to exsmine sll these in detall as the aim, justification and con-
clusions are covered adequately by two writers of the 'ninetles,
ie Co Heddon and iHenry Balfour. Haddon states that the scope of
his work is "to deal with the arts of design from a biologlecel or
natural history point of view." The art of primitive peoples is
chosen ao as to

eesconfine one's sttention to less specialised conditlions;

the lese the compliration, the greater the facllity for a

comprehensive BUTVeYe,
This, he points out, is in acoord with the practices of the natursl
sclences, especielly physiology, where the atudy of lover animals
slucidates problems connected with the more aompléx tiigher animals,
“he conclusions arrived at by this method, which includes observ-
ation and experiment, are stated by Belfour as follows. The
creation of new forms in art is throuch minute modificstions of
existing forms., These, in prehistoric times, were based on crude
imttition of nature, end the aceidehtal adaptztion of natural
metorials to the imitatior proposed. In the firast stage of bis
progress, mzn “simply accepted and sdapted eftects which were
scoldentally suggested to him.” Then arose the desire to reproduce
these partly natural effects artificially. In the third stage,
which resulte from successive ocopying of this kind, attempts at

varlations which are comsclous, as well as unconsclous variations
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take phea..'

In the work of the evolutionary sestheticians we have the
firast thorough attempt to approach the problem of form and the crea-
tive process from a wholly empirical position, farlier, attempts
wers made, as has been seen, % accommodate the new empiricism withe-
in the framework of accepted theoretiocsl standpoints. But with the
evolutionists, there is for the first time, the sdmission that the
achievement of form in art is a phenomenon whose laws may be ex—
plained entirely on a naturslistic basis, The new development
hypothesis provides a fresh organic model, this time for use in an
objective natural-scientific approach to form in art. On the psycho-
logical side, the new blologleal spproach to mentality provided com-
plementary theories to account for the experience of the artist hime-
self. Broadly spesking, in iis interest in the relationship of
nature to the creation of form in srt, the century moved from meta-
physical speoulation towards adoption of the methode of natural
eclence.

But 1t is interesting to remark how, in theorising sbout
form and the creative process, the aestheticians of the nineteenth
cantury tended to follow the conservative tradition in the natural
sclences, 4With the exception of the radioal views of Hordeworth
(even these, as we saw, underwent modification) and Coleridge, the

e A’ London 1893, PPe 2123,
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nmajority of writers on the guestion showed themselves conserwatives
in science. Ruskin's association with the conservative geologlst,
Buckland, end the school of thought sssociated with him, and Fast-
lake's attachment to Juvierian principles, which will be touched on
further in the following chapter, are obvious cases in point. Kven
the work of the evolutionary aestheticlens was based on what vas
aost orthodox in sclence, Darwinism was well established before any
conniderable work in sesthetlos founded on evolutionism appeared.
Thias morked eautiousness 1s perhape Jue, early in the cantury, to
the character of British natural sclence iltgelf - itg comparative
apathy towards continental advanoes and its clinging to traditional
methods and principles. Similarly, later in the century, as has
been shown sarliesr, Darwinian evoiuntlonism had to overcome a con-
siderable conservative opposition, before ita ualvermal acceptauce

in the 'seveaties,
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Chapter III

Ag the nlneteenth century opens, we {ind the thiree elements
that vere to dominate the sesthetics of formal beaunty during the
groater part of the century established iIn the worke of the Romantics,
Yordaworth and Coleridge. These three supporting beems were the
theory of essosiation, the appeal o nature, snd the reworking of
the various classical theories of forwal besuty. The exsmination of
jsacciationist theories is to be held over until the final chapter
on Paychologlcal aApproaches 4c Form, In the present chepter 1t is
proposed mainly to follow the development of the zeveral uliimately
clagsical theories of formal Leanty ss they were revived and mc&i—-
flad 4o keep pace with the growing tendency to empirleism in the
general thought of the century, under th: pressure from the netural
gsciences. Idealiet theories of beauty were usually referred to
their clasolesl sources, such as Fythagoras and Flato, but were also
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held to be based on elthar soientific observation of nature, includ-
ing exact messurement, or on ithe discovery of natural prineiples of
beauty thought to be consonant with the natural laws already dis-
closed by sclence., Some aestheticlans referred to thedr work as

the “new sclencs of sesthetics" and most were familiar with suoh
relevant scientific thinkers as retrus Camper, Blumenbach, Cuvier,
Uken and wany others.

“e shall commence with the thought of wordsworth, since
his idees of beauty, as a?;.reac{y partly demonstirated in the previous
chapter wers dependent on the notion of orgenic feeling -- that is,
thelr basis was ultimatcly in the suience of feelings expressed in
Darwin's Zoonguls, rather then in the assocleilonist psyctiology.

#e have siready noticed something of hls belief in the educative
pover of natural form which works in the individual through {eeling
ivon earliest childhood. In Wordsworth's view, the emotion of love
is particularly sssociated with the perception of beauty. The infant
gstretches forth its hand 4o touch & {lower which, though he ip as
yet too fesble to pluck it, has already been "besutified” by love
“Crayn from love's purest earthly fount for him,” -- thut ig, irom
the love he feels ss part of his bond with nsture. This operstes at
first through the feelings he “Drinks in" from his “Mother's gye,"
but is then generelised to include all the natural objects within
his range of vislon, The Teeling thus generuted is an orgenlic ones
Zlopg his infant velns sre interfused

The gravitation and the filial bond
Of nature that connect him with the world.
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Zarlier it was shown how the forms of nature could work through fear
to develop the vislopary power in the geowing child, Likewise,
through the "fearless visitings" of natursl besuty, the child's
thoughbts and feelings sre developed and purified, The feelings and
thoughte inspired by love for the beauty of nature are inseparably
zingled with the crestlve sensibillity of the poet. 4s well a3 "the
spirdlt of religious love" ik which he "walked with Hature," he had
a further faculity, an "auxiliar i ut" which seemed to have the
pover of intensifying end ordering netural beauty. It would seem
that the ereative powsr of the poet is ultimetely dependent on the
love he feels for the beanty of nature, especially the forms of
nature, as much w5 on the lear he experlences in ihe presence of
objects of suwblimity. iHe aays oF the child's exgeriencs of ihe
pouar of love to beautify the flowsr, that this is "the lirst/
tostic spirit of our human 1ife.” ordsworth then is much more
complex in his anelysis of the feelinge sroused by beauty ithan the
assoclationist school, on whoss ideas his work has besn ususlly
gonaidored to be based. The fundsmental difference lies in the
prominent role he gives to orzunlc feellng, thus referring his
aesthetics finally to natural principles.

Coleridge's thought on beanty is perhaps of slighter
intorsst in itgelf, belny fragmentary, but is included for the
sake of completeness, ilis mein wrlitings on beauty are the fraguents

and gssays which have been appended by  hawoross tv Volume II of the
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33 L. « These are "Un the Irinciples of Zenial Oriti-

elsm,"” "Iragment of an fseay on Taste,” "Fragment of an fesay on
feauty,” and "On Foesy or art." Coleridge, unlike Wordswortb,
axplicitly rejects Associationism. "issociztion in philomophy,"
he writes, "is like the term stimulus in medlcine; expleining
gverything, it explains nothingy and above zlil, leaves iltself
unexplainszri.-“.B Instead, he adopts the Iythagoreen principle of
the upity in multeity as the foundation of bie theory of beauty
83 & direet intuition.

Saneous intudtion of
A aal] et L) Ag 23 w11l &

igein differing from Wordsworth he tries %o divorce the perceptlon
of beeuty from enything that could be Jeperibed as crganic feelling,
Lezuty is seen as harmony, and is = speclen of the agreostle in
that 1t 1s "naturally consonant with cur censes,"” because these
operate in accordance with a harmony elready existent belween
nature end the humen mind. [t will be remembered thet, in the
previous chapter, ‘hakespears, the groatest of literary srtists
snd therefore exponent of the beantiful, vas described =z 'nature

humenized.” Slsewherc Uoleridge remarks that ert is "nature

1. Un the rinciples of Genifal Critlcism,” op. cite,
Pe 222

2, Ibid., p. 239.
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humenized." He then restricts the besutiful to the chjects of
sight snd hearing alone, as only these are "suscepiible of dis-
tinotion of parts.” Thus the "shapely" or the beautiful in forn
coubined with the naturally agreeable produces the response of
besuty. DBut, as might be expected of the confirmed vitalist and
orgenicist disclomed in the last chapter, he realises that the
element of life mast be accounted for. Since this is not to enter
subjectively ss organic fesling, the quality of life must be
present objectively in the thing of hesuty itself, Thus, he
intwoduces the notion of the "balance, tho perfect reconciliation,
effected between...two conflicting principles of the FREE LIFE,

and of the confining FOR’:{,“,' which he finds exemplified sspeclally
in Rsphael's "Galatea,” This appears to be eniirely ithe result of
the artizt's spontanelty in composing the forms which make up the
pieture. The result is the arpearance of organiclsm, The stiff
regularity of form is "fused...and almost yolatilised,” in keeping
with the organic metaphor for the operations of the imagination and
will described in the previous chapter. Thus while maintaining the
organic metaphor, Coleridge keeps his theory of the perception of
formal beauty clear of the feelings of the class of "organic
secompenimenta” that were to become the preoccoupation of the
acstheticlans who followed him, especially his fellow-Iyihagorsan

Te  1blde, pe 235,
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(1f two minds so different mey be so desoribed) . R, Fay.

Hay'a work was the first really oomprehensive atiempt in
the ninetesnth century to establish a comprebensive sesthatic of
the besutiful entirely on natural principles. He belisved that the
basis of the beautiful wes harmony, which he considered another name
for unity in multelty, and thet an annlogy existed between the hare
monies perceived by the eye sand the ear, That is to say that the
harmony of combinations of misical notes was analogous to the har-
monies of oolour corbinations and formel compositions, This he
attenpted to demonstrate by an ingenious scheme of numerical ratios,
which he claimed to be & reconstructlion of the supposed theories of
fythagoras, His work was snticipated in part some decsde or so
earlier by Feter Logh, whose The Mug

P Apchitecture was published
in 1831. Legh besed hip assumption that architecture and mmusic were
analogous arts on the first three chapters of Vitruvius. He pointed
out that both were little dependent on imitation, and that not only
architecture and palnting, but sculpture also, depended for their
succeas to 2 lorge extent upon harmonious znd appropriate composit-—
ion, "and as the theory of Architecture is the very soul of that
hermony and propriety, it might be styled the music of intelligent
wmpositinn.% However, Legh was almost exclusively interested in

1. Ops eit., published in lLondon, pp. 40wé1.
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the practical aspects of architectural design and taste, and oconse-
quently, these generalisations are merely incidental to the main
matter of his book. ‘

To Hay, however, harmony was the fundamental cuestion end

he axplored it in a lonp succession of books in which he relterated,

elsborated, and eventually modified his views considersbly. The

Larmony of Form, wbich appeared in 1842. This was rejected in
principle by the reviewer in the jithenseum, who nevertheless accepted
hie conclusions. In this book Hay attempted to show that the visual
peroantion of formal bemuty was really founded on natursl principles,
and that the distinctdve tralts of form which produced the impress-
ion of beauty ware, in the deepest sense, naturally pleasing to the
mind. Furthermore, he wanted to establish the analogy between
wvisual and aural form mentioned hefore, and thait, since, in his

view, the scienaes and the arts were comnected, a syutem of linear
harmony could be founded, similar to that which describes musical
form, so as to rationalise in e like manner the structurea of plastlie
formal beauty., Systess of harmony had been astablished for sound and
ealour, but not for visual forw, Hay's aim wse the education of
taste, vather than aid for the creative artist, He began by dis-
tinguishing thres laevels at which the mind could be affected by
sound, «t the first level, the intonation of an srator, almost as

mch as the meaning of his words; could affect us, OSeoondly, and
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more powerfully, we could be affected by the sound produced by a
voealist, Thirdly, and most powerfully, we could respond to the
even more artificisl sounds of oombined instrumental and vocal
misic, 4nslogous to this succession, we could also react to visual
forms in three ways. Corresponding to the simple effect of the
orator are the simple forms of architecture, which appeal more to
the judgement than the senses, At the seocond level, we have the
more affecting works of sculpture, and, analogous to the complex
and powerful effect of combined instrumental and voosnl music, we
have the works of the historical painter which join the expressive
forms of the soulptor with colour. It was Hay's opinion that the
*primitive parts of form ers,..analogous to the primitive parts of
sound and colour in their numbers" and he then proceeded to demon-
strate mathematically that they “arise out of one snother in the
game relative proportional quant.itieao"‘

The next year saw the appearance of a further book on
the same theme, this time entitled

1t was essentially a reworking of
his earlier material with some elshoration and the mention of & new
support for his scheme. Here and in a later book, he clsime to have
taken a hint for his ides of universal harmony from an article which

appaared in the [

igvigy, No. XXXV, p, 71, vhich

1s Ope O’it’, Wbuahﬂd in Emmr@’ BPe 18.
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stresses that there 1s a deep harmony ¢f natural laws prevaliling in
the universe. This spparently suggested to him his system of
aesthetic correspondences., In Irpposiion, Hay, like Legh carlier,
distinguishes between the two plemsures afforded the eye by beauty
of formt that which arises from imitation, and that which im the
result of composition, and thus, in Hay's view, of sclentific com-
bination of pleaging forms - "of similarity and dissimilarity, and
various modes of simplicity and varlsty.' Imlitative beauty alone
will never make a great work of art, he thinks, but formel beamuty
which 18 the result of acientific compositlon may well do so. Tthe
effects of the iuo different cualities of form on the mind zre very
different., Imitation produces mere deception, wherems "sclentific
composition of form seems to be sppreciated by an inherent feeling
responsive to certain mathemstionl principles of propriety and har-
mony existing in nature, and conveying en impression to the mind
through the medium of the sanaaa...."1 Beauty depends on ealculat-
ion and geometry, beoause it is only thus that proportion, or the
gssence of symmetry, "the first principle of harmony to the eye"
can be achleved,

Hay then points to the analogy between the arts, Froporte
ion in the plastic arts is what time is in music, measure in poetry,
but "in its more complex mode it is to form what gremmar is to

language, or hermony to music,” Next he shows how the various

Te GPo Gito, London 181(.3, Ps Vi.
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figures are related to the organ of sight, the eye, and, with the
ald of dlagrams shows how the shape of the figure is related to the
sweep of the oye, and thus domonstrates that different figures,
requiring different amounts and types of work from the eye produce
different, and more, or less, pleasing effecis, This ig the first
of his natural principles of formal beauty in this new presentsetion
of his sesthetic,

The effects of gesometrical configuration on the eye are, in

the first instance; ragulated by the relation they bear to

the oonformation of that orgen itself; hence the soft influ-

ence of those of the curved kind, and the acute and more

powerful effect of those whose outlines are composed of

angles. On the mode of proportioning these glements of

form in the combinations of warious figures, their effect

upon the eye depends - when a proper mode is adopted,

goonmetric beanty iz the result, while the adoption of an

{mproper mode results in dei‘emity.1
Following this, Hay establishes the mumerical basis of his theory.
The term proportion implies more than one part, snd therefore is
possible only by the combination of two er more parts., However,
there iz also an upper limit to the mwber of parts, which Hey
gsets at three., The first number, two, implies the relation of
length to breadth, and the seocond, three, “is the relative quantity
of the three kinds of configurstion that are produced by the
straight, the angled, and the curved line; the verious combinations
of which elements lead % infinite variety." This is the second of

his natural principles of formsl beauty.

1, Ibid., pe 9.
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These Mimonaions must relate to ono anothar zzresably to

mathemationl laws, whieh ars reaponded to by an inherent

pringdple in the humas mind, zorrveloative %o them mnd regu-

© lating every affect of sxiernal nature upon our senses,

This 2oy be zalled the first urinalple of isete in wegurd

to figure, and is possessed by mankind in every phase of

variety, an?® when it develops itself in mny hgh degree;, 1t

constitutes geniua "
Hay's peychology ie less 1lluminating than his physiology, bt it
is in keeping with the “faculty” peyehology which was still carrent
et this time. His pext step, to complete the final part of his
theory, is the smalysls of foramsl beauty into three primary forms
analogoug to tho oolours red, blue, and yellow, snd the tonie,
uedisnt, sud dominant notes of the Jdiatonie secale iv music., These
figuros sre the cirele, the triangle, and the scquars, whioh are

related ap in the figures below,

—————,

e,

——

ie I-bidui; pe 1Us
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™e elircle is ooneldered nol only geometrically the simplest of the
forma, btut because the pupil of the eye is cireuler, the most saplly
percelved, It lg therefore salsc naturslly the simplest form, The
squere im next moet conconant to the sye, hecause lte angles are less
amte than those ¢f the irlengle, whose oblique 1ines aprd acute angles
sxerclae the most powerful influence on the eye.

I» his next book ®irs

Hay carries en his theory to include & like analysis of symmetry.
This was warmly welcomed by the reviewer in the Athgnesum es a
Yeremuar of form." Hay finds that there sre three main kinds of
symmetry relating to the nurbers two, three, and five, which he

agsociates with the square, the equilateral triangle, and the

isosceles Sriangle respectively.

Hay glves further and direct evidence of the influence of the tendency
in naturel scﬁenc’L to oxact measursment on his nesthetlcs of form.

He ghows himself scqueinted with the measurements made by such pro-
cise snthropological investigators ss Zamper, Dlumenkach, Sir Charles

Bell, Cken, and Owen, Ie dlsagrees with Tken, Camper, snd Fell as

1. Edinburgh 1846:
2, Edinturgh 1849,
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to the relevance of the facial angle %o the determining of ideal
beauty in the Greek heads, and mets out, after discussins Uwen's
and Blumenbach's work, te determine the proportions anew with the
aid of copious dlagrsmmatic illustration,

In the subsequent work, The leometrig ©
m,.‘ he introduces a modification of his former views. ire~
viously, hig standard of comparison had been provided by linear
lengthy now he was to adopt angulsr proportion. He stuck, however,
to his musical snalogys
The basie of hie present theory, therefors, simply iz, that
& fipure is pleasing to the eye in the same degree as ita
fundamental angles bear to each other the same proportions
that the wibrations bear to one another in the common choxd
of ms:lo.z
Fay believed that the proportions of every plane fisuve oconld be
determined by reference to one anple and that the "universal
aeathetic principle” of numerieal ratio oeould be applied through
this one elementary engle, that is, cvery angle of the figure had
to be = mltiple by 2, 3, 5, or 7, of the fundamental angla,
Hay's most comprehensive work, The Sclence of Besutv as
Lin Art eppeared in 1856, In this

book, he stresses that his investigations are nedther physicsl nor
metaphyniecal, but ocoupy a middle ground between the two. Yet he

1o .vzhﬁmwm%&mmq*‘ mﬁmﬁgh suze Lol Peﬁm

2, Cps eltes; pe xiv,
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calls his work "assthetic science” -— a pignificant reversal of his
earlier compromise when the contemporary valuations of solence and
metaphysics are recalled. He insismts that modern science has shown
his Pythagorean system to te "natural,” not mystical, as was for-
merly thought. Furthermore, he can now cite ewplricel evidence %o
support his geometrieaslly achieved conclusions. F. Co. Venrose had
been sent by the "Society of Nilettanti® to take messurements of the
Farthenon, It sc happened that the measurements taken by Fenrose
corresponded with those arrived at by Hay who had worked them out
using his theory that & harmonic division of right angles had been
used to achieve the beautiful proportions of the Parthemon. Hay,
while still siming at deciding icdeal besuty, was attempting to do
this by means that were socientifieally sceceptable, The old vagne
appeal to general nature, and to harmony awd proportion, he felt,
would no loncer serve in the fuce of the incressing exmctness of
the natural sciecnces. Thus he sppesls to netural principles, and
the empirical evidence of exact measurements as manctions for his
system, rather than to the prestige of tradition, though otwiously
he accepts this ip his celection of anclent Greek art as the mater-
isl for his researches.

Hay's methods wers by no means esoentric when we consider
the prestige enjoyed by the work of Fechner on the "grlden section.”

fven in our own century, Birkhoff's jgathei are shows that the

impulse to fix the eluslive principles of formal beanty by mathemat-
ioal means has not entirely dled. In spite of the guarded attitude
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of reviewers to his work, Hay hed his followers. The most notable
among these was J., A, Symonds the elder, the physician father of
the J. 4, Symonds mentioned in the previous chapier. In his
W,1 is included an essay entitled "The Principles of
Seanty,” which was originally an address thet he delivered as
president of the Conynge Soclety for the Restoration of 5% lMary's,
Redeliff, in 1856, 4 large portion of this was devoted to the
exposition of Hay's theory of the correspondence between the har-
monic ratios of scund and the geomeirical proportions which deter-
mine beauty. In addition, he considers beauty in relation ic sen-
gsation, thought or reflaction, moral sentiments, and sssociated
emotions, He ooncludes, like Hey, that the pleasursble sensations
we experience in the presence of bemuitiful objects or sounds are
due to muscular activity in the organs of sense. 4&lthough his
address wag glven thirteen years after the publication of Hay's
treatise, he claims to have arrived at these conclusions indepen-
dently of Hey, whose views he corroborates.

eseif the apaces over which the eyes are carried have definite

proportions to each other, it follows that the movements of

the eysawillbearlike proportions,

aAn,. hene aRe ShYMMEAGKl, &ad may bs capilis of infiaite
vardety; that 1a, they may be as extensive as the variety of

harmonious forms; and, in all that regulated harmonious variety,

they may afford exquisite feelinga of plaasura.z

1. Selected and edited with an introductlon by hies son,
iondon 1871,

2. Ops oity, pe %
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These feelings of pleasure are due to the principles of similarity,
continuity and variety in the cbjects perceived, For his illus-
tration and elaboration of these principles Symonda oonfines hime
self to the discussion of form, disclaiming sufficient knowledge
of colour., There seemg very little that 1s original in Symonds's
work. He relies on Jugald Stewart for his discussion of assceiatsd
gmotions, and lesne towards the imegination as the souree of ideal
besuty, basing his ideas on Heynolds's,

A far more thorough snd original attempt than Symondsts
to place the aecthetlices of formal beauty on an oqual footing with
the natural sclences was that of Macvicar, whom we met in the last
chapter. He is convinced that sclence is capable of revealing an
unexpected wealth of teauty in nature.

In proportion as sclience sxtends our cowprehension of
nature, her bemuties multiply upon us; and if science were
conpetent to exbrace the whole evonomy of nature, doubtless
we should find all nature, when viewed as & vhole, to be truly
beautiful. Nor this only. ivery object in particular, when
regarded as in its own place, in the grand panorsma of univer-
sal nature as its Srame or setilng, ve should find to be a
perfect picture or gem -~ just what it ought to be for the
place where it is hung up or set in -~ and not better calou-~
lated to satisfy the reason by the account which it has to
give of iis production, the conditions of its existence, and
the ende whiech it gerves, than to please the taste by the
forns and colours which 1t presents to the senses. This s
beautifully verified by the eye of the man of science, when
compared with that of the uneducated obsorver. There are
thousands of species in all three kingdoms of nature, which
to the vulgar eye seem worthy of no notice, either for their
beauty or for anything else, while yet %o the naturalist they
are invested, every one of them, with 2 thousand cheu:ms..1

1e Up. cit., PPe 2m3,
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tike the fomanties, and Tuskin, Hacviear believes that every form in
nature is expressive of something in the world of spirit -~ of moral
qualiiies in particular, is was stated In tho previous chapter, God
ie the fountain of all beautiful creation and besuty is manifested
in the working of his natural laws and in thelr products., Hacvioar
roagons then that since nsture is dynamic %iiere mist be two kinds

of formal beauty sbout which natural sclence can inform us., Firstly,
there are "those forams snd linesments which are under change, and
tending or pressing towards those which are their end amd aim,” and,
secondly, there are those which the former tend towards, "the resul-
tant, the statical sonditions of the same maierial." For example,
of a plant, the branches and stems are "dynamical” becmuse they

tend towards the achlevenent of the proper and of the plant, the
production of the {ruit, which is "statical.,” From this we can see
throughout nature and art two kinds of beauty: on the one hand, the
animatod and expressive, and, on the other, that whioh is simple and
"gpeais of stability.” iimple beauty is dead besuty, and does not
interest us to the degree that expressive beauty does. Some gxom-
ples of it aro crystals, fruiis, itecselaled and mosalie work, lattice,
lacework, ornsmental design in architeeture, and the patierns of the
kalaidoscope., From this last, Macvlicar adopis an slternaiive neme
for thie type of beauty - "kaleidoscoplc." ILxamples of the other
type, expressive beauty, are, according o his Iancy, the ruggednass

of nature, ruins, cliffs, ravines, rivers, aged irees, mountain
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scenery, clouds in & storm, the humen figure, greyhounds, horses,
vages, the ogee, and scrollas, In Macvicar's view, nature is always
working towards symmuetry as its point of rest. The most symmetrical
shape being the sphere, it is this that dynamic nature is working
towards, thus producing expressive beauty. ‘This notion is based,
he tells us, on the geology of Lyelly (later; he refers us also to
“hillips's jiperalogy, in discussing the natural observations which
support his merphology.)

The laws of nature, as operating in the dry land in fact,

however badly they may be succeeding in conseguence of

local irregularities in the action of the force that up-

heaves the mountains, and in the resistance of different

¥inde of sirata to the aetion of air and watler, yet have

it always as their aim to reduce all to a poriion of a

sphere, which is the ultimate and statical form of &

gravitating mess like the earth.1
There are consequences to beauty from our swareness of the aotlion
of the forces of nature on the snviromment., If certain features in
objects bring to mind the idea of succession in time, these will
charscterise the objeat as showlng expressive beauty., If features
of the object present themselves primarily as ocoupying apace, then
the objeot will exhibii the hesuty of repcse —— slmple Leauty.
Simpls beauty is entirely comprehended by the term symmetry —- and
thir is considered not to differ from unity in variety. iHowever,
Macvicar later qualifies this by allowing that expressive beauty ag

well as simple besuty may attach to the forms of cbjects in their

1« Ibid., p. 2.
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aspect as occupying space, but cnly in the case of defscts in
symmetry.

like ligy, Macviear propuses z goometricsl system of
analysis for determining the besuty of forms. 'e nlso hopes to
analype the expressiveness of Torms, Tha besls of his scheme is
the use of the triangle as & stander? of compsrison, snd this must,
parsdoxically, be both perfectly symmetrliesl snd defective in
symuetry, if it 1 to Jo service for cnalysing Loth simple and
expressive besuty. Iis triangle is thus to bo the right-ungled
{riangle whose angles ave In the vetio 1 2 2 1 3, whose longeat
gide 1s Joukle %the lesmgith of the shortest, and the sguare of whose
third el’e 1g three timez the length of the shortest side, He
considers Flato's right-angled isosceles triengle might slsc be
useful, lsevicar {inds the gresatest beauty in the square, in
certeln rectangles, =nd in the lozenge. The losenge sppeals
chiefly to the eye, the sguere to the understanding. The lozenge
he notices is moel conspicuously ubiquitous (thanks to the bone-
volence of God) In nature, exsmples belng the reticulation of the
human epidermis, of ripples in wster, and the shapes of birds and
butterflies,

in feet, “acvicar shows a close aequaintancesidp with
forn in nabure, and much of his eesthetic is bused on aralytic
observations like these, and by reference of them io semi-pcien—

tific paturel lawe like the followings In his vliew, nature
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functions through the gperation of currents, and these produce
linss in nature. we need time to contemplate these linea, that
is, they cannot be fully viewed instanteneously, but only in
guccession., In this way, lines become naturally assoclsted in
our minds with the idea of motion, “and therefore of & moving
csuge, and itherefors of foree, and therefore ultimately of thought,
feeling sud volition, which 1= the type and the origin of 211
force.," It is in this way that the linesmente of nature beoome
symbolic or expressive of thoughts or feelings, se remaried
sarlier. In other words they are the principsl elements of
expressive beauty.

\ To return to the geometrical analysis of forms, after
this slight digression, Macvicar bslieves that the kinds of lines
seen in nature are neither very mumerous nor very varied. He
believes that the scientific analyst alwayz finds his constmuctions
leading to the same or analogous lines, and that these are the
gimplest and most outstanding lines of expressive beauty. For
example, in astronomy and opties, we are constantly aware of
ellipses, hyperbolas, parasbolas, ¢lrcles, tangents and axes,
that is, those lines presented by the cone and its sections, The
cone, in fact is the primary shape of nature,

+esthe come being the form of a pencll of light, "the first-
torn of heaven,” and the clement of every radisnt influence,
is, ss 1t were, the very first form of nature, while at the

save btime, whon its base is dilsted, and mude to returr upon
itself, s0 as to be ocomplete all round, the cone becomes the
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sphere, which 1s,..the Jast form, the end and aim of nature
with regard to f:f’t'n'm,.1
Mgevicar then compares the expressivenese of hyperbolas, parsbolas,
streight lines and so on, meking these, like the earlier [igures,
the "first clements" or the key to his "morphology,” or “science of
forns," ne he calls his senthetic of formsl beauty.
The "selence of forme," he clsims, "may'justlyjbe regarded
&3 the sclence of solences."” In this we see the reflection of the
pre-gminence of Intarect in formal studies in the naturzl scliences
of the period. Macvicar bases his sesthetic, as was remarked, on
the selentific observation of nature, and on the dlscovery of what
te thinks are netural laws. I[ike Havy, he thinks that the axmot
measurenents of the asnthropelogists may aventually declide what is
the stendard of besuty in the human head and countenance, but
thipks that this w11l tnke centuries, and the work of many Cuviers,
Cwen?, Tkens, and Caruses,
Three years after the publieation of Macvicar's Fhilosophy

1, there appesred snother stiempt at an cesthetic of

the besutiful hased on the observsiion of nature, This was John
stuert Elackie's|§g_§ggg§z.2 Like Pay, Blaciie looked back to the

ancients for = hint on which 4o develop his natural scathetie and

1. Teid., pp. 93-94.

2%

; Slacouvees Nelivered in the Unt
an Sxpapitiop of the Dectyine of the Leautif
Edinburgh 1858,
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found it, as fay hed done, in a principle of order, This he saw to
be o principle of nature as well as of art. In art there were o
distinet varieties of order, thet of spztisl order, which he iden-
tified ag symmetry, snd that of order in time, called moasure or
rhythm, That order was the grest underlying princlple of nature,
&ls0, he ssteblished by reference o precise nsinral observation,
I bresk & lump of confused and inorganic rock, and within the
purple kollow I behold & bright srrey of well-hevelled,
cunningly-edged crystals, which, vhep minutely examined by
e scientifie instrument, present forme of as eccurate deline-
ation ne ever were projected from the postulates of a mathemat-
iclan, De you £ind nothing here, in this lovest platform of
orgenized existence, that can lay a sure foundaiion for your
sesthetlcal pbilesophy? I do. The nice order or symmeiry of
those lueid mubes or prisms, T oall BZAUTY; and the allw
plastic mind thet cen alone produce that order, znd is every-
vhers producing it, within and around us, I sell GOD, 1
Te Blackie, as to Hay, there exist certain original laws of harmony
which are inherent in the universe. art is then produced by con-
forming cneself to the natural harmonles that exist in nature.
Tis is to be done by "the free ume of intellectnal esetion,"
Decause the human mind is paturally attuned to the nosmical wmind,
nature becomes expressive to us of certain feelings end ideas, and
these in turn form the material of art. Put the intellecturl
alement iz streszed sg belng of especial importance, The botanist,
for example, appreciates the beauty of nature far more than the
leyman becsuse his mind iz directed to the perception of order, and

he therefore receives a fur clearer perception of beauty than the

e Q{h Gito, Pe 12,
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laymsn, who is aware only of confused impressions of besuty.
Blackie, like his oolleagues, attempis & classification of the
besuties of various lines, concluding as usual, that curved lines
are the most pleasing, This, to him, is obviously the consequence
of 8 bensvolent creation in which there exists a hierarchy of
beauty. The higher the organisation, the more besutiful the
natursl object.
That rounded forms are the result of & more rich interaction
of well-balanced forces, will be evident further from the
familiar faet, that curved lines increase everywhere in
ereation, just in proportion as organisation is made more
complete, and forces more complax.1
Unlike Hacvlicar, Blackie is perfectly decided that beauty is
inseparable from expression, and, expounding Flato, finds express-
iveness even in the various geometricel figures, On the whole,
Blackie's work represents one more attempt, at 8 much shallower
level than that of Hay, to modernise the classical aesthetics of
formal besuty by the infusion of natural principles and the appeal

{0 scientific obaervation,

Cne of the final appreciable attempis along these lines

ong, were published in 1877,
Hozley's epletemology, like his sesthetle, is epuched in terms

T Ibiﬁt, Pe 133-
2, Up. ¢t
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which suggest the natural scientific. JAccording to his view,
expressed with some disregard for logie, all knowledge is con-
veyed to us by the "fact of Form menifeating,” and the human mind
is constituted by nature for the enjoyment of beautiful form. the
mani festation of form he puils down to the operation of vital forces
in nature. XYozley takes care io be well up with the latest trend
in science and philosophy by showing himself something of an
Hegelisn evolutionist. le sees spiritual forces manifesting them-
gelves through human 1ife whioh, in its highest espects; is "char-
acterised by the dynamics of the human spirit, and the evolution
of the human race.," These lasi, in fact; constitute the form of
the humen spirit - that by which it is known. 1t is much the
same with nature, he thinks, The vital forces of nature manifest
themselves in the outward formal beauty of natural ocbjects, Gehind
all thesc, exists, of course, a bensvolent creator. lozley says
that nature is the archelype of ari, but then, reversing this, he
describes nature ac analopous to art,

In the creations of the brush or chisel we discern the

operation of museular force guided by Intelligence and

will; and in exactly the #ame way we may peroceive in

the phenomena of the world arcund us an agency which has

become fixed, as 1t were, in 2 permanent shape and fc:m.1

This is what, {or kozley, constitutes the beautiful. Dut he does
not confine the beautiful to that which ls connoeoted with vital

1. Dp. citg, Pe 5.
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force; inorganic pature is capable of great beauby also. is to
art, once again, Mozley returns to his prinaiple of form mani-
festing, and by this, he implisa the expressive, Form, Jor this
end, he holds %o be the exclusive subject-matier of art, Unlike
some sarlier sesthetieizns, howsver, hs dcoes not considei sclence
ss of walue to the artist. Nothing, in hig view, could be further
divergent than the pursulis of natural sclence and art, the one
having as its object knowledge, the other, "tho power to sxoreas.”
It is obvious that to ilozloy, form in art is everything -~ he points
to the derivation eof the word fory from the latin forms

beguty. In his emphasis on the all-sufficiency of form, Mozley's
vwork both reflacts what had been the orgeniszing prineiple of the
satural selences sarlicr in the century, and looks forwsrd to
Aoger Fry, whose almost total dsvotion of interest to the formal
glements of art can perhaps be seen sz partly the product of a
trand of thought begioning in the natural sciences of morphology
and comparative anatomy.

smong the group of writers who confined themselves wore
to the exact obsaervation of nature as a means of modernising class—
leal idealism were “r Tharles Bell, Miskin, and Cir Charles
tastlake. These were all concerned with determining the ideal of
the species by means of natural observations carried out with vary-
ing degrees of sciontific precision. #Apart from this particular
pragmatic tendency, they could be grouped with Ople, Fusell, and
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Yaydon, the other successors %o Reynolds mentioned in ihe pre-
ceding cshapter, (with the possible exeeptlon cf Gir Charles Zoll,
to whoge more exireme views Haydon was explicitly opposed] a=
their lins of enquiry is the same., To Haydon, the &lgin Harbles,
which had appeared after the publiocation of Gell's work, fhg

Gyuression, in 1806, bad rendered super—

fluous the zitempt to approasch the ideel form from the direction

of snatomienl study. 1he Elgin Marbles represented %6 him both

the accurate imitation of nature and the ldeal beauty reguired by
Reynolds. It might, in fact, be iruer lo say thet enquiry about
the ideal of the specles began with Bell, iuskin, and Zastlake,

for fieynolda and his school of pracilsing scademy artisis were

more in the nature of compllers and preservers of & tradition that
had suffered a few aceretions azoecording to fashion, but few
challenges. 4As remarked before, leynolds's followers, Uple,

Fusell, and Haydon, succseded in adding little to his thought,
although, indeed, in the theories of Upie, begins the appearance

of a rather Jisproportionate Jesire to advocats a greater degree

of empiricism in the srtist's attemple to achieve the ideal of

the speciea, This slight confusion of alm, as has been demonstrated
of Ruskin, was gymptomatic to some degree also of the work of Zagte
lake, in whose writing appcars a considerable presccupation with
precise eapiriecal sethods of determining the ideal in formal beauty.

But the grastest eupirieal innovator was Bell, whoss views met with
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some opposition, Though his work wes controversial, it was
1nf1uentdal1 and went through & nuxber of revisions and editlonms,
and it ie most distinetly through bis methods that we can see the
beginning of the trend towards modlfylng the aesthetics of formal
beauty tc conform with the lncreasing exsctness 2f the natural
sgiences.

Gell took as his point of depsrture the {indlngs of men
working ir one of the newest of the natural sclences, anthropology.
His aim was, of course, the promotion of the yrand style depleting
ideal beasuty ss expounded by feynolds., This wee ¢ he done =zspec~
1811y by the accurste portrayal of the thoughts snd passions nater-
1ally expressed by muscular modificstions of the human countenance
and body. 7The accurate imitation of thesme would be ocorsidersbly
aided by a thorough scquaintance with the anatomical zomponents
which produced the vericus cxpressions such a6 anger, fear, Joy,
and 8o on. LIn short, fell was to assist ihe painter to catch "the
effects produced upon the body by the operations of the aind," and
to de so by improving hie ability to imitate, Iuccess in art, it
was stressed, was due, in the main, to original genius. DIut apart
from the improvement of imitation, Bell wished to establish 2 new
method Tor acourste definition of the besutiful in the form of the

humen countenance, ‘iis system, as stated before, was based on the
] ]

1. For instence, the l¢luctle Heview, & very conservative
publication, recorded s favourable 1nproasion. Vol. III, Jan, 1807,
p. 52.
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new sclence of anthropology, and he is conscious of his pioneer-

ing role, as these remarks indiecates
1 am not without hope that a new impulse may be given
the aultivation of the fine arts, by explaining their
relation to the natural history of man and animalsy and
by showing kow & knowledge of outward form, and the sccuracy
of drawing which ie a consequence of 1t, are related to the
interior structure and functicnﬂ.1
Bell omme %o the task well prepared, having shsorbed the relevent
works of John Hunter, Camper, Blumenbech and Juvier. &£11 these
had messured the rroportions of the face agalnst those of the head
te decids the gtandard of heauty. Uell's own methed was Lo oon=-
stitute a departure from this esteblished approach, The detalls

o
WL

his systen are unimportent to the present discussion, bul the
end in view was the attairmeni, by the selentific study of vature
rather then o art, of the idesl of Heynolds, (though Bell quotes
ficognars ms hig source): Mthe imitation of an object as it ought
4o be in perfect neture, divested of the wrrors or distorticns
viich secondary causes prodnc«z.“2

The next major sesthetician, in chronclogicel crder, 4o
attempt = reconciliation of this kind of ldeelism with exact obmerve
ation was Tuskin., Plp ettempt 1s exceedingly slight compeared with
%ell's, We have already ceen that bhe was not entirely successful

in produecing & consistent theory of what was worthy io be the

1. Ope cltey Oth eds, london 1872, p. Ze

2, TIbid., p. 202.
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material of art, es representing the begsu ideal. In Volume I of
Nodern Falpterg, as we have geen previously, he defines for us his
cenesption of beanty, dlsplaying his characteristic distaate for
metaphysicss

Any material object which can give us pleassure in the simple
contemplation of ite outwerd guelities without any Jirect and
definite exertion of the intellect, I call in some way, or in
some cdegree, besutiful. w~hy we receive pleasure from some
forms and colours, snd not from others, is no more to be asked
or answered then why we like suger and dislike wormwood. The
utmost subtlety of investigation will only lead us to ultimate
instincte and principles of hunsn nature, lor which nc farther
resson ocan be given than the simple will of the Delty that we
should be zo »::re&t.ead.1

fugkin later quelifies this sidghtly, admitting thel intellectual,
being unaveldably mingled with woral clements enter inito ouy per-
ception of ihe besutiful, -- the experience of the heantiful being
ecsgentlally & morel one - but insisting that ihis is net inmed-
ietely soy; 4%t ie impossible fc state why or how an object affects
us as beenf{iful. Thesse considerationy are ithe proper province of
what ‘mskin ealls idess of relatlon, rether fhan ideus of beamty.
Idees of relation ineclude in their scope
sssaVerything productive of expression, sentiment, zad char-
acter, whether in figures or landscapes..., everything relating
tc the conceptlon of the subject and to the congruity end
relation of ite parts; not ss they enhance each other's
beeuty by 'mown snd constant laws of composition, tut as they

give each other expreasion and meaning, by particoular applio-
atlon, requiring dletinct thoughl to discover or to en,ﬁcs;;r.n-.2

1e UT'% !‘Eit., e 100,
2s Ibid.’ Pe 112,
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These distinctions of the clements which appexl to us in the
objects of srt and nature by correlation with discrete responses
of the psyche are no douht the reflection of the “faeulty" psych-
ology to which Ruskin is indebted also for his analysis of the
imagination, as noted in the preceding chapter.

In explaining fuskin’s theery of formal beauty further,
1t is necessary to refer again to the "thecretic faculty” mentioned
in Chapter One. It will be remembered thet the term was colned to
define the sort of pleasure derived from the contemplation of the
beautiful -~ it was to bLe neither intellectuml nor consisting in
tmore sensusl perception of the ocutward qualitier and necessary
effocts of bodies," the laiter belng covered by the term "aesthesis."
This suggests the reeson why Ruskin's theory of beauty, as & whole,
in freer of the confusion between the ldeal and the real which
affects his theory of imitation, considered in isoletion from it,
In exploring the beantiful, epart from his discussion of the ideal
type of the _speciea, he avoids the pragmatism that impairs the
clarity of some of his thought, The idea of the theoretic faculty
is founded on the religious notion that the perception of beauty
is accompanied by a feeling of affeotlon towards the besutiful
objeat and a consclousness of God's bensvolence in so congtituting
things that the besniiful unfailingly gratifies certain cravings
inherent in our nature, Uut of ihie situation, in turn, arise jJoy,

admiration, and gratitude. The basis of fuskin's aesthetic of
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besuty, then, is primarily rellgiloue-psychological, rather than
empirically scientifiec,

This is not, of course, to suggest that Ruskin ias com-
paratively uninterested in the material details of beauty, As has
been mentioned previously, in Chapter (ine, he posits twe distinot
kinds of beauty which are fully worked out by reference to material
rhenomena., These are, we recall, Typlenl Beauty and Vital Beeuty.
The definition of Typical Beauty is of especial interest in dis-
eussing his theory of formal beauty -~ it is the external quality
of natural objects which is, at the same time, "absoclutely iden-
tical,” that is, the ideal of 1its kind, and typical of divins
attributes., Jince, as we have seen, an element of empiricism has
entered fuskin's theory of ihe idesl of the species, the funda-
mentally lockean~ilatonic confusion noted by Ladd ig here most
apparent. The term form, used of a beautiful object, must do
service to indicate both a purely material object affecting ocur
senses as a perfect example of 1ts kind, and the immaterial medium
of a Flatonie idea. Huskin slsewhere points out a common confusion
in the use of the term idesl, but evidently fails to notice his own
eonfusion of idealisms.

iike his contemporaries, Ruskin is interested in the
various affective properties of lines and, generslly, in effects
of form on the observer, and atiributes the grsatest beauty to forma
composed exclusively of curves. Ho notices that curved lines
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predominate in nzture and, in accord with ths benevolence of the
divine creator, these are naturally pleasing to the sye. His dis-
assion of unity in variety, though it is based on & religlous
notion, is likewise illustrated by referance to the Lenevolent
intentione of God ae manifested in the forms of natural objJects.
Apparent Froportion is one means of achieving unity in variety,
and it 18 a fundamentzl of besuty. 1t appeals to the eye alone,
unlike its intellectual counterpert, Constructive rroportion,
which appeals to the sense of fitness of proportion of the objeet
for the ends it sorves. Consiructive ‘roportion is thus never a
source of the beautiful., In Macvicar's view, nature is ever tend-
ing towards the spherieal, but to support his theory of Apparent
Froportion, luskin tskes the opposite position:
The universal forces of nature, and the individual energies
of the matter submitied to them, are so appointed and
balanced, that they are contimially bringing out surves...
in all visible forms, and that circular lines become nearly
impossible under any circumstances.
He uses his geologleal observations to substantiste this principle,
which he finds operating throughout the three kingdoms of nature,
The asceleration, for instance, of velocity, in stresms that
descend from hill-sides, graduslly increases thelr power of
erosion, and in the same degree the rate of curvature in the
descent of the slope, until at & certaln degree of steepness
this descent meets, and is concealed by, the straight line of
the detritus. The junction of this right line with the plain
is again modified by the farther bounding of the larger blocks,
and by the successively diminishing scale of landslips caused
by the erosion &t the bottoms Lo that the whole contour of

the hill is of one curvature....This typs of form...ls...in
1ts general formula applicable to all, o the curves of all
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things in motion, and of all organic forms, most rude and
simple in the shell spirsls, and most complicated in the
mscular lines of the higher s.nimals.1
In the curves produced by this balance of forces, rfuskin sees the
"influence of ipparent Proportion,” the production of which appears
to be the "end of operation to meny of the forces of nature." In
other words, this fundamental element in our perception ¢f the
beauty of form is treceable to natural principles. Symmetry he
geet 38 "reciprocal balance® of the opposing sides of zn objeet,
Joth unity and aymmetry, and indeed, sll the marks of Typleal
Begauty, he holds to be symbolie of Jdivine atiribufes - unity, of
divine comprehensiveness, symmetry, of divine justice, and so on.
It was puggested in the first chapter, that the notion
of the beauly of creation as evldencing God's will working through
pature was populsr. an article by the poet, Willlam Barpes,
"Thoughts on Beauty and Art," published in 1861, puils the belief
in one of its most uvsual forms.
«sothe besuty of & speclies is the full revelation of God's
forming will -~ as, in an ash-tree, is shown in the forming
of one gten, with linmbs, boughs and twigs, of 5till lessening
piges, and of such forms and angles of growth as to the eyes
of u dreushtesman ere merks of its spec&es.z

In the beginning, God created all perfect, but since thls has been
spoiled by sceldant or evil, we must follow in art what cap be

1. liodern falnters, Vol. II, pp. 106-107.
2. racmillan's Mazazipe, Vol. 1V, June, 1361, p. 127.
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readily identified as Heynolds's method to arrive st the Leay
Jdeal -- and so, "the beautiful in art is %he result of an unmis-
taken working of man in accordance with the beautiful in nature.”
Barnes is a figure of small importance among the aestheticlans of
his day, being for the most part a mere compiler., le follows liay
in his theory of the harmonies of sound, colour, and form. ind he
almost porallels some of the less felicltous zspects of Tuskin's
thought on the benevolence of creaticn, particulariy thot zoncern-
ing the justificstion of wountalns, in zsserting that the natural
vrineipls behind cur Aislike of flat ground in landscape ls that
we are aware that, if all ground were flzt, the zarth would be
overapread with water, and therefore, unfit for human habltetion,
Sarnes's work is noticed here not as being of iiself of any
intringic valug, but as an interesting sidelight on Ruskin's, and
83 illustrating the tendencies of sesthetlic thought of the 4ime -
its respoet for tradition giving way to a willing ealectiocism, and
& quest, sometinmes naively pursued, for natural principles in
aesthetiocs. DBarnes's artlcle shows what the tendencies of the age
could lead %o under the direotion of a mind of far shallower peno-
tration than Ruakin's,

4 Tigure of far greater interest 1s Cir Charles fastlake,
He 18 interssted primarily in exact observetion of nature, as
noticed in Chapter Two, but in defining the beautiful, he is care=-
ful %o bage 4is theorises on natural prineiples. Unlike Darwin, he
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is convinced that the beantiful appearances of nature serve no
useful end. Sul lie recognises two distinet kinds of beauty, The
first, absolute beauty, is characlerised by its entire uselessness
-~ ‘yhere no utility is found to exist, save that of conveying
rationsl deiight and of exalting the mind by ideas of perfection.”
The second, relative beauty, or the “charnoteristic quality,” on
the other hand, depends upon the {itness to a usefnl end of the
elemenis of bemuty. te presents us with three criiteria of formal
beauty which he believes to be founded on patural prineiplss. In
the first placs, besuty of form depends on character, and "those
exanples are most besutdful in whioh the independence and complete
neas of ocharacter are most appreciable.,” The "observation of
nature teaches" ihat the characlteristic gqualities of au objoct arve
thope which it it for its snd., Ueauty, he siresses, is the cor-
relative rether thon the result of fitneas ag hed been ngreed by
sarlier thinkers like Cemper. LEe shows that he is precisely awaere
of the current position of natural sclencs on this head by the
following obaervationt
sesdit cannot be at present affirmed that this corresgondence
iz universally apparent, even to sclentific observers; but
the incressing krowledge of naturs is constanily opening up
new facts, by means of which soologists are enabled, more and
more, to trace the conneciion between the most apparently use-

less organs and the wants of the creature to which they
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Character he later vedefines ss "the conformity of the ereature to
its archetypal or normal structure.” i second sud higher requisite
of besuty is the element of life. Form is the stronges! medlum
through which 1ife manifeste 1tself, espealally in the case of the
“variouely undulating curve," which may be "proposed as & visible
type of lifes such & form 1s constanily found in nature =z the

indication and concomitant of life itself,” The Mnal oriterdon

1
applies only to wman hesuty, which is "moet complete, when it not
only conforms to the srchetypal standard of its species, when 1%
not oniy exidbite in greatest periection the atiributes of 1ife,
but when it zost bears the impress of MIED, contrelling and spdrit~
valising ‘moth."2 Thus fastlake establishea & hiersrehy in ®is orie-
teris of beauty., "ONARLCTLE IO BITATIVE BalTY: LIFL 1S THE
EIGHeT CHARACTER: MIED IS THh BICGHRST LIZ"L;."’B
The sssentials of sabtlakel's theory of coupsrison of

species nas slready been recorded in the previous chapter. It is
interesting o sots, however, that, despite his obvious affinities
with Reynolds, he rejecis explicitly, in a note, fleynolds's confin-

ing of comparison to members of Lhe seme species. I discugsing the

characteribtic, fastlaks points out an inconsistemcy in feynolds's

1. Ibid. y BPe 375.
ZQ lbid. ) IQ‘Q ﬁai
3. Ibid. 3 F. 393.
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viow. while it may seem, Initially, appropriste for the rest of
ereation, it is obviously inadeguete to distinguish the ideal in
human besuty. He oonsiders that "according %o his [Reynolds's]
theory, the average of defects would be sxcellence.” in fact, he
finds it generally inedequate, fastlake would prefer He ix the
oseontials of the type by reference to & eriterion “Leyond ihe minor
varieties," llence his hlerarchieal order of Leamuty alove. The
varieties them fall into order and their highest type is tims readily
definable. 48 an gxemple, a horse ie to be ocompared with all quad-
rupeds, so that we may arrive at his chauracteristic leatures. e
will find
that he wants, in & greater degree than any other, the power
of tearine with his extrenities; that hie means of defence
are in his heels, and that, in order %o direct tnen, hkis aye
iz prominent sidewavs. 1
The infinence of naturel science in the definition of thense charac-
toristice is most gomarent. Throughout Fastlskels work we nan
glimpas hors an? there, 2t = digtance, {he fondemental idess of
fuvier, vhose theory of unimal form was bnsed on the notion of the
ataptation of forms %o gnds, rather than those of the epposing
archetynal school of fGeoffrey Saint-Hilaire, which was closely
211ied with the Jerman ¥eiturpbilosophie. [Lastlake waz thoroughly
familler with Cuvierts theories;, and his system of hematy sriteris

ghous he understood the rationale on which Cuvier'e nerspective on

1., Ibid.; pp. 368-69,
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nature was founded. 3ut, unfortunately, he sacrificed consistency
45 this one principle by ciinging te the traditional notion of
abgolute beauty. |

The position then, until the establishmenit of Larwinian
evolutionism, was that the old classical theories wers being con-
stently revamped by infusions of new principles based on astural
obgervation, but without any really far-reaching attempi %o cxanmine
and correlate the scientific prinelples of form underiylng tue
appearances of nature with formai beauty in art, or even in the
gbjects of nature, as acsiheiiocelly percelved, Tha work oi .astlake,
indeed, shows an appreciation for the need {o take cognizance of the
fundamentals underlying formal theory in the anatural sciences, Lui
he appears uneble o slaborate on the basis of bis Luvierlan notion
of form a really consietent and comprehensive aesthetic of formal
beanty in art., It will be convenlenl now, before oonsidering the
re-gstablishment of theories of formal beauly on new grounds supplied
by the philosophy of evolutionism and the methods of evolutlonary
galence, to survey, very briefly, the rolevaat points of interest
in the sciences of morphology &nd comparative anatomy as thesue mani-
fested themselves u8 two of the predominating interesis of prew=
Darwinian netursl science. It will be recalled that it vas siated
in the previous chapter that both at the popular znd lesrned levels,
the study of form was in the foreground of interest soncerning

investigation of the animal world.
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In the eariy pait of the nineteentl: century three main
attitudes prevailed towards the study of lorm in the animal kingdom.
The first of these was teleciogieal and based on the assumpilon of
an intimate relation batween form snd fupction, This was the view
of Cuvier. The gecond school of thought, disregarding function,
tuilt up 2 "pure® or absoirsct morphology, besed on the transcendentzl
notion of an mrehetypal form., 1Lt wes Ltienne Geoffroy lalni~'ilaire
and his followers wio adhered to this view. Upposing both was =
group of materialist physiologlsts whose investigsiions, partliou-
larly in the field of the cell theory, led to the disinlesration
of the orgenism by its analysis into its verious funcidons, explaine-
able in purely wechanistic terms. This last is obviousiy of no
interest to the present discussion, ss being unadaptable to the
purpose of providing any fundsmential model or principlis for the
doevelopment of art theory.

£t the two firstementioned, however, i{ will be of value
to note the progress. Guvier and Geoffroy Ssint-iiileire entered
into & lengthy controversy concerning the basis of the formal
eglassification of animals, Cuvier representing the comparative
snatomists, and Geoffroy saint-Hilaire the morphologisis, In the
view of the anti-svolutionary compsrative snstomists, four besie
types existed in the animal world and enimals could be classifled
by comparison of one or 1l of their organs, while according fo the

morphologiets, all animels evolived from one original archetype. It
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has often been stated, erronsouely, that the debats was between
avoiniionism and the fixlty of species, but it would be truer to
say that it soncerned the fundamentsls of formal theory more
generally. The dsbate, which tock place in 1230, wes won by
Cuvier, whose general conciusions sppeared all the juster for
bheing supported by accurate stalements regarding the form of ihe
particular animel under discuasion, which his cpponent's unfor-
tunately were not. Geoffroy Saint-ililaire had made some quile
zlementary errors regarding the siructure of ihe creaturs, aud
these served o render bis whole theory suspect. liowever, he wes
not without adherents to his views, sud, curiously encugh, the
foremost inglish anatomiasl, Rdchard Uwen, coming under the influ-
ange of the usrman Naturphilosophie, adepted hils theory rather
than the more widely-accepied one of Cuvier. Thus, in the "thirties
and 'i‘orties, when the prestige of Cuvier was at iis peak, fnglish
natural science was under the sway of transcesdental morphology,
and by mere acaicdent, continued ie be so, even in the forties and
'Mfties when the Haturphilosophie became unfashionable, and after
the establishment of Darwinism. The retention of transcendenial
morphology was due to Darwin's relutive lack of interest in matters
perteining to form. dctually, he lacked morphological training,
and this showed up in the fmot that of the fourteen chepters of

the first sdition ol the Jrigln of iresles, only one discussed the

sll-important issue of form. Oriefly, Darwin, for the most purt,
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accenﬁédﬂ the idens of Geoifroy Jaint~llaire and Uwen, misinterpref-
iny Cuvier, and left 1t up %o his followers, laecksl, Gegenbsur, and,
in ingland, Muxley, Lenkester, and F. M, Balfour, to adapt the exist-
ing morpnolozy to ovolutionsry ideams. Thus, well into the wid-
‘eiohties, transeendental morphology proveiled, almost sesing to be
more an offshoot of lalturphilosophie thal of Darwinism,

1% was not this now svoelutioniged transcendental morphologys
howaver, which provided the foundution of the neow nititudes tc formal
besuty in aesthelles. The perplexity of Lustlske, whose abtanpt at
a comprehansive asethetic of formal beasuty was confounded by his
adherence o ithe notion of asbsolute beauly which wes sore alkin o
trenscendental thought then to the teleclogical theory fundamental
te his major interest, relative beauty, was uot %o be repeated.
tastlake had obviously pondered considerably the guestion of the
proper sanctions for an zesthetic of form. iis feiluwrs is indlicative
of the conflicting dovelopments thabt thought or form was undergoing
in the natural sciences at the time. The prostige of Tuvier vag
far-renching, btut his teleclogical approach was laclng a tough
compoetitor in Ingland, in the guise of Uwen's trouscendental
morphology. ‘astlake'’s confusion reflects the wish %o Loih follow
the overall empirical tendency in natural seclence, by confining
himgelf to Owvierian principles, and, at the same time, %o pay
tribute to transcendentalism, <2 we have seen before, this was

part of & general tendency evident in ihe work of other assstheticlans,



161

dut interest in this velp of enquiry waned, when new

eontenders for the sitention of students of the beautiful appesred.

Forphiclogical studies had dominated the spprosch fo animal selence

early in the centuryy now with the miblication of the §
“necieg, the grest new interest in evolution was to teke 1ts place,
The Firgt of the new trends of thomght deriv e»j' from thie wes the
mryinien gxplanation of {ormal teamty noticed in the Tivst chapler.
The second, of which distineiive varicties existed in the work of
Torbert Spenecer and Graat Allen, and, secondly, of Vernon Lee, was
the new paychkolozy based on svolutionist methods -— fthe "natural
historiesl® approacu. Thirdly, there sppesred a new interest in
the davelomment of form in art as spalogous to the develepment of
arganic form, on npatural nsrineiples, which has been uentloned in
the preceding chapter and wiich was complemented by an attempt to
suggent maechaniozl mcans for the analysie of forwal beauly in art,
This snzlysis was then 1o serve as the basism for & new attempl at
the eclgssiflestion of ari-works and ‘he description of ilieir develop—
uent a8 en autonomous eniity, obeying fixed laws of internal dovelope
ment. Vernon iee wag the Initiator of this line of attack,

1t 48 ohlefly the seecond snd third mothods of dealing with
the problen of formal beauty that are of intersst here. Jomething
hag alreedy been shown of the first, and of the anthropological
asasya at an ewlutionary =sxplanation of form., These earliier vieus

wore larmely abandoned by Vernon Lsg, but the Darwindan and Lpencerian
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attitudes and idess still form the mein material of the work of
firant 4llen. In an srticle, "The Origin of the Senme of Symmetry,!
in Mind, July, ?379’1 4llen seems to zccept srwin's view that
animels to some extent share man's pleasure in symmetry but claims
that man's intellectual supsriority wmekes him far more capsble of
deriving pleasure from this sort of order and regularity. He tims
gees the origin of tsste as the "recopnition of an intelligible plan
as Adistinot from a mere chaos.'' His suswer to the problem of what
first produced the taste for aymmetry ls partly =n organic one based
on Spencer's, and partly the old omnipresence-of-order-in-nature
jdea ~~ these he desoribes as "the active element, due to the rhythm
and recurrence of organic movements, and the passive element, due

to the constant observation of symmetry in externsl namrae..."a
Besides the recognition of order, symmeliry is preferred for two
other reasons, One is mere custom - we like what we are used to
and so the demand tends to continue, The other iz that symmetry is
regularly assoclated with human handicraft, in which we take pleasure,
or at the sight of which we exparience "a distant form of sympathy,
not unmixed with admiration for akill."B

In his major work,

1. Vol. IV, ps 301,
2e Gp- Qitog Bs 308i
3. Ibid', Fe 313.
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the use of modern scientific peychology based on scourate physlology,
to demongtrate the merely physical origin of the sense of hesuty,
iike Spencer, he begins by essuming that all aesthetic zotivity
ariges from an excess of cnergy sbove what is required for normal
1ife~processes.
When we exercise our limbs and muscles, not for any ulterior
life-gerving object, but merely for the sake of the pleasure
vhich the exercise affords us, the amsement is called Flay.
Yhen we simllarly oxercise our eyes or earsz, the resulting
rlessure is cailed zn resthetic Feeling..‘
The beautiful is recogised by its ability to afford the "Maximum
of Stimlation with the Minimum of Petigue or Heste® to our senses
of sight and hearing. festhetic feeling snd taste eve wholly organie
phenomena, depending on the individual's nervous constitution, The
perception of form depends entirely on the muaber and relative
position of the optical nerve fibres, and beauty of form depends,
as Hay and others had already pointed out, on "the muscular aweep
of the ¢ye in cogizing adjacent p@inw."z If excessive fetigue
resulis from the museular act of seelng, the resulting perception
will be of the uzly. If, on the other hand, perception is accom-
plished by the easy action of the muscles, the form appears besuti-
ful. Allen thon diescugses the relative basuty of fioures, adding
nothing new to the views mantioned serlier. The love of symmetry

he attributes here to more narrowly organic ocrigins, Love of

1. 0}_31 citc’ j<3 3s
2¢ Ibidt, Pv 1680
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symmotry is due to our liking for what does not waste ensrgy.

Interestingly, in the light of the later work on form of
Roger Fry, Allen claims thst the cbserver is unable to attend to
both form end colour simltanecusly; the "optical occnscicusness
cannot readily be divided." The perceptlon of beanty of form he
rates 85 a higher aesthetic foeling than that of colour, If we can
sacorifice the lower pleasure of colour to the higher one of Torm,
we derive a “"gratification of unusual purity; thus importing into
tim estimate a vague emotional feeling," A4Apropos of this; illen
remarks on & recent roversal of taste in ingland in Favour of plain
garthenwvare vases in exqulsite shapes sbove gandy overcoloured and
ungalnly veses in the "Iarislan” teste. This puts one in aind of
Fry's preference for cheap sarthenwsre pots of simple but besutiful
proportlone sbove more sophistlcated examples of the potier's art,
I'ne trend toward placing an uppracesien&edly bigh value on the formal
element of beauty was apparsntly well established before the theories
of Vernon Lee aud the Bloomsbury assthetiocians appeared.

To Vernon Lee, writing contemporarily with Grant illen,
the latter's idess werc already old-fashioned, Though siue was a
thorough-golng evolutionist, her essays in asesthetics were based
algo on a wide reading beyond this in paychology and in continental
aesthetlelans, end her work shows a far more persavering search for
a valid basis for a theory of formal beauty. ilthough she denlies
that her method is experimental, {(which she defines as sensisting
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mainly in laboratory work) her reliance on protracted and concen-
trated zelf-cbservation in galleries gualifies her to count ag an
experimentsl sesthetioclan, What Vernon Lee tool from Darwinien was
not only its methods and aims, however, but the conviction that the
history of art and the varlety of works of art could be rationally
systematised on the bazis of the apalogy of orgenic ewolution. This
is the point of departure for her crticle "Tomparative Aestheties,”
alrsady referred o in the previous chaptar,

This anslogy is also the underlyins sssumption in her
ertlcle, "anthropomorphic Assthetics,™ which appeared first in the
2nartardy Seview, Lpril, 1900, On the two notione of the antonomy
of art and of formal besuty as the characterising element of art
ghe bhages her entire theory =- "only the gtudy of the work of art
1teelf can reveel what answers to the npame of beauty, snd on what
mala peculisrities of form thls quelity of beauty depends.” To
support this, che refers to the disclosures of the anthropologioal
studies of szt
fhe...notion that {c be besutiful implies & velation sutirely
gt generis betwesn visible and audible forms and ourselves,
can be deduced from coumperieon betwsen the works of art of
different kinds, periods, and climates. For such comparison
will show that glven proportions, shapes, patterns, compositions,

have a tendency to recur whenever art is not disturbed by =
selfw-consalous Jdesire for mwvalty.1

1. rw Qitl’ egri in '5”’

“homscn,-London 1912, 0. 10. S
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the then stresszes the need for a scientific method to replace the
fruitless speculations” and "random guesses" of philosophers and
art critles, The atudy of art has alveady been congiderably sadvanced
by the use of diaprams and illustrations by ‘tugkin and continental
sestheticians, but would he benefited still further by the use of
mechanical devices like cesting and photography.
essthe study of what beauty is can be carried ou only by the
seientific nethods of comparison and elimination. /ind ve can
symbolise as well as exemplify this methiod as applied to visual
art, by taking the photograpb of a real object and that of the
sane object artistically rendered; eoffacing, adding e, alter~
ing each until the two have btecome gimilary pursulng the same
system of practical analysis and synthesis with works of
different kinds and degrees of merit; determining by such
glimination and integration what constitutes what we call
"heautys" and then unifying our conclusicns by statistically
treated comparison of recurrent artistic forms, of which the
aniformity of recurrence would nrove the universal aoceptabili'ty.1
The fallacy involved in the uze of a method involving
rhotography is only toc apparent. lowever, from this basis was to
be elaborated s peychologleal analysis of the propsritles of form.
liere Lea advocated the new natural history wethods of pasychological
study which had been developad over the past few decadsa, The
ruestion was, o determine two factors in the Individual's response
to ¢artain examples of formal besuty.
What facts of consclousness in the first place, wimt physioe

logical prooesses in the seocond, appear to underiie or %o
sccompany the satisfaction in certain forms &z beinz beautiful,

1. ,:;3. Gito’ j;d 12.
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and the dissatisfaction in certain other forms as being ugl.y?,l
She then procseded to wiress the variety of the responses evoked by
the observetion of form, and the need to distinguish clearly between
these, Uistorisns, nsychclogists, archasologists end connoissours
have all contributed to the disclosure of this fact of aesthetic
percavtion, but the {mportance of it has remained nrmoticed. The
basie distinction iz betwesn form as mere figure, sud form es
representing =n object, These iwo qualities of form may affect un
in different ways, and even contradictorily, so that what gppears
ugly as 8 mere collection of iinen, planes, aud colours, when
jdentified with the object these reprosent, may affect us as
hesutiful, This preocoupation with the disengagement of figure
from representation later bacomes, in the work cof Roger Fry, the
basis of & whole new stiitide to form in art. Iidike Fry, Lee insists
on the importance of the distinction between seeing and recognising.
The latter is an ‘'sbbreviated way of seeing" and ie
nsual whenever we have to decide what & fact of sight probably
represents in order to sdupt our action or to pass or to asone
other similar interpretation; it ie the way of seeing char-
acterising either rapid change in the world around us or repid
shifting of our own attention. But the thorough and, so teo
say, real geeing, the perception of the visible form in its
Jetail end its whole, tskes place whemever we are brought long
or frequently before the same external things, and huve
ccession to grow familiar with their egpecti,..the character-

istic of this seeing, as dlstinguished from recognising, being
the survival, in our memory, of sn image, more or less vivid,

1. I-bido, Py 13,
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of that thing's vieible presenca.
In objects we meroly recognise, we tolerate ugliness, but in familiar
objects, we demand besuty, end, in works of srt, the enduring [ascin-
ation they hold for us, "thelr intrinsic merit," ig the attractive-
ness of thelr forms., The full apprecistion of form in srt involves
empathy or the interpretation of form

sesd0cording to the facts of our own inner experience, the

attribution tc form of modes of beins, moving, and feeling

similar 4o our owny and ihis projection of our own life inte

yhat we seas is plwmasant or unnleamsant because it facilitates

or hampers our own vitality.2
A more extended exaninalion of Vernon lLes's psychologleal views and
researches and their evolutional lmpliestions will be reserved %o
the following chapters,

In tracing the development of what may be thought of as

the orthodox thought of the century on the subject of formal beauty,
nothing has been saild of those writers who spring most immediately
to mind in connection with the ides of the beautiful, It has become
the common proceeding to view the eestheticism of certain artists,
poeta, and critice as part of the connected development ¢of & oreed
of art for art's seke., This is seen as beglnning with the zcetry

of Leats, whose sievation of the beautiful into the rogion of the

numinous wee teken up by the Pre-isphaelites. ¥or instance,

1. Ibido' Pe 16.
2e rbido, Da 17’
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Ge 1, Ford hes states that the Victorlans read and velued Feats for

his aesthetic attractions, and in some meagure, for escape from the

probleme created by the inroads of sclence into relipious falth.
They vea? and loved a poetry of richly sensuocus beanty, sad
they appreciated it for thut without worrying too much sbout
those penetrating 1ittle asides in Slser end Foetry and

Sadynion or in the letters (after thelr publication in 1842).
7t reuresented, for many, the 3ible of the Lesthetic Yovementeeee

1
The cult of beauty thus emtablished, with some aid from Susiin on
the theoretical side, was consideradbly seeularised and passed on by
Fater to the group of lecadents of whon Dacar Wilde was the foremost
spokesman, 411 theme artists wore more or lese in revolt 2zainst
the mundane - the ugly encroachments of modern materislism, For
sater, protest against modern dreariness ook the form of » retraat
into an intense inward emotional life, as noted gariier. Willde, on
the other hanl, manifested n deap Jistaste for both continental
positiviem and the nabtive dogme of truth to nature., None of these
writers was positively affected by the prestipge of the natural
gciences, nor wore they primarily interested in speeifieally formal
beauty, but as the pooms and lotters of Keats snd the sssays of
Pater and ¥ilde show clearly the attlitudes underlying the resetion
from the mainstresm of science-oriented assthetic sngairy, for the

sake of balance, thess will be briefly considared,

¥eats published no menifesto, nor did he leave any cohorent

B

! ‘.;

I
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body of sesthetic thought, yet, as ilbert luerard writes, "Art for
art's sake, as a creative impulse, not as a doctrine, bad no more
perfect axp@nent.".‘ In fact, many of the beauties of Xesis's poetry
have thelr origin in the art of the past, in the medlmeval and the
antique, and the beautiful in nature merely supplies the initiatory
impulse for an escape from depreasing realitiee into this world of
ideal beauty. 4 passage from the Fpistle %o his brother George
shows this. Occmaionally, when the poet is lying "on the wavy grass
stretched out supinely," no visions appear to him, But, he claims

essthere ave times, when those that love the bay,

Fly from all sorrowing far, far away;

4 sndden glow comes on them, naught they see

In water, earth, or alr, but poesy,

It has been mald, dear Ceorge, and true I hold it,

{For knipghtly Spenser to Libertas told it,)

That when a Poet is in such a trance,

In air he sees white coursers paw, and prance,

Bestridden of gay mights in gey a.ppaml....z
In his response to natural forms Keats places grest emphasis on the
enjoyment of beauty, This is educative in a rather different way
from that envisioned by wordsworth. In Wordsworth, nature works
through formal beanty to enlarge the feeling responses of the
individual o the experiences of real life., In Keais; the peroept-
jon of beauty is more exclusively the perception of ideal truth, and

is rather a refuge from the realities of 1ife than a prepsration for

1. 4uoted 4n Ford, op. ¢it., p. 63.

Bd.. “. \Jb Gﬂmd”
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them, Then too, art is capable of the same function, a fact in
which “ordsworth shows little interest. Among the tribulations of
this 1ife = the ‘‘vale of soul-making," the most important festure
of 5 "thing of beauty" is that 1t will "keep / A bower quiet for us,"
The imagination seems almost as much an avemue of egcape from the
banal as the high.road to truth of the earlier Romantdca,
esstho simple imaginative Mind nay have its rewards in the
repetition of its own silent Working coming contimually on
the spirit with 2 {ine suddenness - to compare great things
with small — have you never by being surprised with an old
Melody - in a delicicus place — by a deliclous voice, fe[l]t
over again your very speculations and surmises at the time it
first operated on your soul ~— do you not remember forming to
yourself the singer's face nore beautiful that [sic] it was
possible and yot with the elevation of the Moment you did not
think se — even then you were mounted on the Wings of Imsgine
ation so high - that the Frototype must be here atter...-.1
The motives here mentioned in Xeatz's postry were contimed
in the poems 2nd paintings of the Pre-farhaslites., It is true that
exact observation of nature bulked large in their progremme for the
ereative artist, but as we have seen from Tupperts article, mentioned
in Chapter Twe, this did not necesserily imply a sclentific attitude.
In faet, Tupper believes that scientific observation 1s foreign to
the artistic neture, +hat the Pre-Raphaelites aimed at was the
production of an other-worldly quallity of besuty or of emotional
intensity depending largely on the selection of certain types of

human beauty and on a freer use of colour. The pursuit of these

-

il .4_ 1814"‘1821, ade H. {‘:‘

Rollins, Cambridge 1958, Vol, I, p. 185.
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ends was probably likewise at the hack of their demand for exact
imitation of nature. 7he association of intensity with sesthetiocism
was of course not original with the Pre-iaphaeiltes; as ifeats's
letter quoted sbove, shows, and it wes to remain a dezideratum with
the Acsthetes end Decadenis who succeeded them,

The "gospel of intensity" according to later was concerned
nalnly with the individual's subjective vesponse to art sud 1lfe,
and the desire to extract the msximum of sensation from worke of art
is very evident in his imaginative response to the "Nona Lisa" and
to the delicate beauty of Bottlcelli's art. Iike kis predecessors,
tater dsmanded in art, besides intensity, & certsin fusion of the
ethereal and eensucus, and it wes probably this impulse that lay
behind his tendency to set the claims of form alzost above those of
content, It was the srtist's duty sbove zll to free his creation
from the inclusion of matier for its own sake., Clerity of form was
@ firet consideration for the sxtist. 1The "heat" of the artist's
imaginetion must have "wholly fused and transformed” the material,
"casting off all gébris."

Surplusage! he will dread thet, as the runner on his zascles.
For in truth all art does bui consist in the removal of
surplusage, from the last finish of the gem-engraver blowing
avay the last particle of invisible dust, back to the sarliest

& vination of the finished work te be, lying somewhere, accord-
ing to Michelangelo's fancy, in the rough~hewn block of stone.1

1, "Style," in Apmre

GULons, 0D Oitc, Pe 16'
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fyery art had ite proper "sensuous material" bringing with it a
“gpecial phase or quality of beemby.® The highest alm cf art was

40 be the evocation of beauty - "fineness of truth" -- through the
fusion of matter with its mesns of ordering, through the imaginative
or the "sense of fact," rather than the fact itself. This wsas seen

ag compleiely achievable only in wusic.

While in a1l other works of art it.’mposs‘ible t 'dimnah
the matter from the form, and the understsnding can alweys ueke
this distinction, yet it is the constant affort of art to
obliterate it. That the mere matier...should be nothing
without the form, the apirit, of the handlings that this
form, tils mode of handling, should become an end in itself,
should penetrate every part of the matter: -~ this is what all
art constantly strives alter, and achieves in different degrees.,
To Fater, art appeels neither simply to the intellect or ito the
sensas but to a faculty partaking of both -~ "the lmaginative
reason,” It is through this, "the desire of beauty," and "the love
of art for ari's sake,” that the individual may achieve a "higher
quality” o the fieeting moments of life, "asimply for those moments’
sake," iater's equation of besuly with truth and hia empheasis on
the apirlitusl ss depending on the power of the imagination to raise
sensuous sxperience (o the level of the exquisite bas souething in
common with the ideas oi Keats and hls successors,
The plea for the imegination was taken up by cscar wilde,

in his essay "'The Jecay of Lying." Wilde 1s in reaction agsinst the

1. "The School of Giorgione,” in [he Rensizasnce
O Oitc, Pe 135.
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positivist aeathetic, represented by novels such as Zola's and those
of his imitators, and againat the estublished iZnglish tradition of
nanture worship. 7The essay ls cast in the form of a dialogue between
two characters, the more garrulous speasker expounding #ilde's wviews,
and the other offering moderating comments upon these. To Wilde,
art, especially decorative art, is %o be placed above nature as a
caultural influence, Asg Cyril, his mouthplece, puts it, nature is
boringly ill-organised - it lacks formal beauty,

Wy oun experience ia that the more we study Art, the less we

care for Nature, whet Art really reveals to ug is Fature's

lack of deaign, her ocurious crudities, her extraordinary

monotony, her absolutely unfinished condition....It 1s fortunate

for us, however, that Nature is so lmperfect, as otherwise we

should have had no art at ex‘ll."1
Neither nature nor 1ife is worth imitating in detall., The novels
of Z0ls, for axmmple, portray a period in which, Jyril assumes, sll
intereat hae periszhed. Instead of devoiling himself to the acourate
Aepiction of typical commonplaces, the artist should rely entirely
on bie imsgination: "life goes faster than Realism, but Fomanticlem
is zlways in front of [ife." But the axrtizt too often loses his
natural gift for exmggeration” and "falls inic careless hsbits of
neouracy.”

To oounteract thias degeneracy, Wilde proposes s new

asrthetio, based on the assumption that ert is entirely sutonomous

1. Ops elt., in Egpays by Cscap 1ilde, od. with an
introduction by Hesketh Fearson, Londen 1950, p. 33.
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snd self-regarding. "irt never expressee anything tut itself,"
Por him, uhlike Fater, art does not begin with the imaginative re-
creation of fact, but with the creation of the beautiful simply for
the pleasure involved in contemplating the unreal, 1t originates in
the decorative impulse. "irt begins with abstract decoration, with
purely imaginative and plemsurable work dealing with what is unreal
and non-axistent.” It iz only later that art begins %o assimilate
the raw material of life and nature to its oun ends; art then
"pacrastes it, and refashions it in fresh forms, is absolutely
indifferent to facts, invents, imagines, dreams, and keeps baiween
herself snd reality the impenatrable barrier of bosutiful atyls, of
decorative or ideal treatment.” Decadence sets in when the portraral
of 1ife becomes an overwhelming motive in the artist.
wilde, using a favourite device of wit, goes so far as to

stand the truth-to-life~and-nature dogme on i%s head. He asserts
that life imitates art., Life has a oconsclous drive to find express-
ion and "irt offers 1t certain beantlful forms through which it may
realise that energy." Thus we have certsin fashione of besuty
appearing in humen society., For instance, the art of the Pre-
Raphaelites has produced the real-life imitation of a certaln type
of female beauty that was their especial fasaination. In certain
circles one was sure of encountering

«ssthe mystic eyes of Kossettli's dream, the long ivory throat,

the strange square~-cut jaw, the loosened shadowy halr tihat he
so ardently loved, there the swset maidenhood of "The Golden
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5tair," the blossom-like mouth and weery loveliness of the

“"Laus imoris," the passionwpale face of ‘ndromeda, the thin

hands and lithe bheauty of the Vivian in "Merlin's %.)ream.“i
in the same fashion, what we see in nature is dependent on the
landscape fashion of the moment, Turnerian sunsels were now out-
moded, -~ one ghonld profess admiration for nothing but the effeetis
achieved by ithe Impressionists. In short, it wes now art, roi
vordsworthlan nature, that produced "forms more real than living
mang® it was avi that one looked to for "the great archetypes of
whlch things that have oxistencs are but unfinished coples."

In the writings of wWilde, then, we find the ultimate
position reached by the trend sway from the saientific observaiion
and natural principles that were the identifying traits of the
central stream of theories shout formsl besuty in the nineteenth
century. The new ewolutionary aesthcilcs may have provided a more
congenial atmosphere for the cultivetlon of hedoniem, but how far
Wilde may have been in sympathy with the effects of the evoluldonary
nhilosophy on art theory is impossible to determine. Certalnly, in
“The Critlc as Artist," he praises ironically the "sweet rcasonable-
ness" nf Darwin's philosophic temper, but the context of this
suggests that V1lde sees resthetlc activity primarily es the means
of esespe into serenity and that his appreciation of Darwinism goes
no deeper then approval of its determination to eschew tho discussion

1« CUpo Citoy Pe 55.
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of inflamnatory issues., It wouldl be true to sey, then, that the
major affort of the century at the development of sn aesthetic of
fornmal heauty was sotivated by a wish te adapt existing sesthetlc
ideas 1o contemporary interests in the matural sciences -~ and; as
2z oongequence, in philesopliy -- and that the asesthetic movement, 1in
ite regrossive anti-materialistic tendencles, stood ocut against

srthodoxy.
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Chapter IV

THE AWALYSIS OF FORM IN aRT

Attempls ot finding weys and means of anelysing fora in
srt lagged considersbly behind other formal stuifes in cesthetics
duping the nineteenth century, ¥hy this should have bosn 8o 18
fairiy erparent, Faredoxically, the partiouler scientific spirit
of the mid-cantury both advenced a scieatific attitude to the
study of form in art and, on the other hand, militated sgainst 1t
by its over-zeelousnsss for natural description. in it desire
for exmotnoss it tended %o overlook the incalenloble clement in
art which only the sesthetic sensibility of & Roger Fry «- com-
bined, of course with precise and cxteunsive observation — oouls
bring to light. Uarly en, the Rumantios and the Aeynolds school
of ertist-acstheticians had 1ittle %o say on the subjeet of formal
analysis of works of art., OColeridge alene among the Romantioes
txied to put his theory of orgsnic form to work as a basia for
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analysing vorks of art —- notebly in his Shakespeareen studies.
Wordeworth, as has already been demonstrated in Chapter Twe, {alled
in this course, zni the reactions of the later Nowventios, Shelley
and Keats, to form in ari were emstional rather then amalylic. %he
kssociationists, of course, had nothing 4o say on the subjest.
Apart from tho geometrical studleas of 1, R. Hay and his follovers,
and of Hell, mentioned before, and the sesthetic anclyses of Buskin
which were built on naturnl observation, ve have to vait until after
the close of the century to see Varner Lea's proposels for analysis
of fora in art re-<interpreted end pat into prootice by Goper Fry,
The work of Fry or form proper bolongs, chrunologloally speshking,
exclusively o the twenticth century, bt oz the resesrches loading
to $% were begun in the "minetles, on? es his work ia the matural
sonciusion to the phase of usothetiecs under consideration, an exam-
ination of 1t will be included in this chapler,

A6 we have sean before, ithe drift of nineteenth-century
thought on forn both in sclencs end art wes foe an intonse interest
in the physienl detells snd iife of nature for thelr cusn sake
fouards o nore and more ponetratingly seientifie attitude. The
initial passion for natursl description, &8 ve ssw, Guwrned inorosg-
ingly to an interest in the noture of form, and, with the estube
lishment of Narwinism, to the desire to account for the phenomens
of nature end art pureiy as the products of the working of natural

lawe. In this, of courge, vefercnce was constantly made to the
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concept of organic evoluntion. The works of Coleridge, as rspre-
gentative of the attitude to naturs &s yot untramzelled by ithe
growing suthority of conservative natural science, of Ruskin as
svidencing the no-non'sland between the dissolving of the ¢ld
traditions end the edepiing of the mew science, and, finally, ef
Hoger Fry ss implementing ell in these movements thut had clood

the test of exgerience,and the now Daruinien motapbor of organie
development, will cerve %o illustrate the progress cf the analysis
of form 4n art in the period.

To bagin vith Coleridge, then, it has alrsady been seid
thot he attempied %o wake his basle motion of crganic form the
means of ansliysing form in art. We have already seen, in the last
chapter, bow he used it o reveal the speclal beemty of Saphuel’s
tGolotes.” Thst the notion of revealing the organicimm of art -
the iife inferming the image ~- was Soleridge's aim, is diffioult
te demonstrate convineingly short of referring the reejer i the

whole of e ghakespeareay iciggs Thet his oim vas indeed to

use his organic theory as the moans to estoblish & new foundstion
for criticisn 1s chvious from the terms of his advertismment of his
leetures on Chekeepesre and ¥Milton, 4o everyone knows, loleridge
frequenily invaighed ogainst ihe felse principles of Hes-claseioal
eriticignm which, he conmidered, duwelt more on the condesnation of
fanits then the disclosure of beanties, and it is plaim thal his
purpose wes, to develop a moene of unalysis whereby the intrinsie
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worth of the work of art - ite gself-consistent vitality - oould
be 1llnminnted, His purpose in lecturing on Yilton and Shekespears
was thus ¢o Lllustrate "the Principles of Foetry, and Thelr ipplie~
ation as (rounds of @ﬁﬁo&aﬂu..“.‘

To returp to the {irst proposition ~ thet Colexddze's
spproach to eritiecism was determined Ly his intention to discover
the ioner life of the vork under examization — we may note first

mrue® FanW B

that in his notes on be drows sn analogy from

nature in deseribing Shakespesare’s pesuliarly fine os-ordination
of the @imm of his ari,

wWhenoe [m'iaoe:l the horpony that strikes us in the wildesd
natural londecapes, - in the relative shapes of recks, the
harmony of colours in the hsath, ferns, and lichens, the

leaves of the boech an! oek, the stems and rich choo[ol]ats
brovn branches of the birch and other mountain irees, verylng
from worging ontumn to returhing spring -~ compared with the
visual effect fron the greater mumber of artifiolel plantations?
The former are offected Ly a single energy, modified gh intra
in sach component part. Fow as this is the particular exgell-

snos of the Shakespearian dm gmmny. go 18 1t sspooially
ghevaoteristic of the Humge aid d

As with Raphspl's "Galates,” so with Jomee and Juligt, it is the

working of the conscious-will-vlus-inngination that ersates the

immer 1ife of the work of avt. Thie makes it the Hrue fimitution of
nature, deccribed im Chapter Tuo, in vhick the peliirs aeiirsgs io
captured. For different genrco, Jdifferent conditions obtain under

Bpe ¢ite, Tols El, Pe 2%,

Ze Upe €itay Tole 231, AT T
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which this 14fe is sustained, What is appropriate to the structure
of a remance play is inadequate in = historical pley. The one
subsists happily in the marefied uimasphere of the inmaginative
generated by the suthory the other requires & hesvier substanee
of logic and cireumstance, Coleridge enplains this in commenting
on Ihs lompegt.

Frospern's inicrruption of the couriship has oftem seemed to

me o bave no sufficient motive; #till his alleged reason...

is anough for the eotherssl connexdons of the romsntic imsgin-

ation, althouph it would mot be sc for the historleal.,
It ic elways Coleridge's purpose to show how the part relates %o
the whole, ond, by veing his sensibllity, vhich he considers the
eritiets most affective tool, he frecguently resolves seeming
ffionlties 1ike the zbove, by abouing their integrstion in the
life of the play.

But 1t is not only the single wori of art thet is viewed

ag an orgurisn, the whole of Shakespeare's gpus Is suggested to be
the regult of an organic development. Thise ‘is shoun by Coleridge's

notes on J

socording to internsl evidonce [this ig] the sarliest of
Shakespeare's dramas, proebebly prior te the Yepma spd idovie
end sketohed out before he left Stratferd. |The ] cheractors
[are] either impersonated cut of his oun multiformity, by
imaginative self-position, or of such as a zountry town and
8 school-boy's observation might supply — the curate, school-
master, the ireedo {which even in my time wae not extinet in
the cheoper imne of North Yeles), %ﬁotﬁ] the satire too on

1s Ib’.&ﬁ, fe 121,
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follies of yopde. #dd too thet the characters of Birom and
Gosaline are evidently the pre-existent state of his Beatrice
and Benediot. 4dd too the number of the rhymes, and the sweet~
nees as vall a3 smoothness of the metre, 2nd the number of
acute and faneifully illustrated aphoriema, Just ss 1t scught
to be, Tme genius begins by goverslising and condenaingy it
enies in reslising and exponding. It first @@neots the awﬁs.
However, Coleridge has nothing to say ebout the fevelopuent of
form spocificaily in Shakespeare's plays, and it wus not to be the
idea of form either es develeping or em orgenic thet was to be
teken up a3 & besie for enalysis of ert form by our next gubjeat,
Fuskine .

As hie stendard for the analysis of form in pictoriel art,
fuskin tock the close obﬁm&tim of nature. He oriticises severely
thoge criitos whe cosfigate an eriist for lack of fldelity to nature
uithout themselves over hoving mede n mimute acgquaintance with the
appesranos of the natural world. %his is to a large extent the
fault of the meterisiistic sophistication of the age; bhis conteme
poraries bave lcat the olose dordsworthian bond with pature:

When will they learn 487 iardly, we fsar, in this age of

stean and ivon, lusery and pelfichness. ve grow nore and

mere artificlal day by Jay, and see less and less worthinoss

in thoss plessures which bring with them 5o morbid excitement,
in that knowledge which affords us no opportunity of displsy..“
those who do not gare for nature, whe do not love her, gonnet
sen hers & few of her phenosena lie on the surface; the
nobler mrber lie deep, and are the ruoward of watehing and of
thﬁaght‘

This last Jistinetion explains wby works lile Turner's are appreciated

e ihi&., e @3.
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only by an élite.

The artist may choese yhich he will render: no humen art

osn render both, If he paint the surface, he will cateh the

eroud; if he paint the depth, he will be admired only --

but with how deep and fervent admiration, nome but they who

feel 1t can tell — by the thoughtful and obeervant fw.a

The correct imitstion of paturel form took first pluee in

Ruskin's conslderstien of & painting. Uext to thie cume, nol oute
line, but echiarosours, which he conaidersd 3¢ be inseparshle from
form -~ & proper use of chiarcecurs being the most effective
clement in the rendering of Torms "“the truths of syecific form
are the firet ond mest imporient of ally  end sext to them, those
truthe of chiaroscure vhich are accessary Lo make us undersiund
every guality and part of forms." The truih of “gpecific form”
iz, it poes withoul saylng, caly to Lo dlscovered by the closest
and most patient sontempiation of mature. Wheress it is impossidle
to reoeive w olesr impresslon of eoleuvs from unture, form is
sivaye distinet to the cbhperver, 1t 48 enguiry inte the forme
ahove all slse of meture, then, that Ruskin uses os the guideline
in his unslysis of form in art, sni ihis ie the resson why the

snalyeis of saturel forms - clouds, recks eand so on -~ bulks so

If this imtense preoccuration with fidelity to nature
gives e consistency to Ruskin'e critialem, it glso imposes the

To rt Gritieisu,” Ihe Srid sur's Masssing
Samuary 1844, pps 22087, repr. inﬁeﬂnm.ﬁn&m Yol. x. LD 65051,
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severeat limitations on it. Painters are pralsed or blamed as they
confort i the cne ideal, and Ruekin rurely devarts from this con-
siderailon to enlarge on ether kinds of besuties in the pletures he
is éigoussing. The serly religiove painters of Itsly ere aceorded
some respect az they seemed to be attempiing motaraliss, tut on the
whole, thelr “grasp of maturs ie nerrow™ ond its trentment "too
gevere andé esnventlional.,” Similevly, the ¢id lendscape palnters
neglected the forzal besuiy of nature., In painting trees they were
sutterly regardiess of all thet is bemutiful or essentisl in the
anstomy of their foliage and beughe.” They lecked the necessary
amotion of leove for ncture and therefore seleoted for imitation
Ther most wulgar forms, beosuse they were most casily to be recog-
nized by the untaught eyes of those whom alone they could hope to
plesge.” In kie predee of Glovenn! Bellind's treatment of aky we
con see Puskin trensforring something of his oum devoted precision
of obgemvation %o the puinter. The pleture, he efmdtn, is atypieal
of Bellini.
7t is remarkable for the sbmelnte iruth of ite sky, whose
blue, clear as orystel, and, though deep in tone, bright as
the open sir, iz gradated to the horlson with o cantiousnese
and findsh almost inconceivables and to obtain ldght at the
horigon without cantradicting the system of chiaroscuro alopted
in the figures, which are lighted from the right hemd, it ls
harred across with some glowing white cirel, vhich, ir thelr
turn, ave opposed by o single dark borisontal line of lower
cloud; and to throw the whole further back, there is o wrenth

of rvain eloud of warser eolour floating shove the mountsins,
1igiited on its under edge, whose feithfulnese to nature, both
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in hue, and in its irregular shattered form, is altogether

sxmyhry.’
Here, Muskin veeonetruels the painter's methods emtirely secording
%o his nineteenth-cenbury way of thinking, later, Fry was to
exemine Bollini'e piotures, and find them, zs Huekin di1d, the
product of their spe, bt else, as Bnskin never coulsd, af’;ﬂ,l of
be&n%iu of thelr own peculfar kind.

But 4f Ruskin's attenpts st bringing out the wirtees of
works of art fell short of the ldesis originally proposed by
Coleridge, his tethods, =o far as theoy went, were, at the leazst,
besed on ap thoroughly scientifioc a foundetion ai he could contrive,
He have only o consult kir asalyses of natural form in Modern
Igiptars and elseviere, which are toe prolonged fo exemplify here,
to sgeure onrsslves of Lis comprehensive grasp of the minutise of
nature in all her forms and offects. Them oo, concerning the act
of obascrvation ftself, he 414 mot rost content with dogmatlie sceeri~
ions eoncerning what was mnd wes pot plelnly wvisible in any view of
palure, The resdor s Invited to porform & few cimple experiments
to capure hizself of the tmth of the statenents ¢fferel, Ferhape
Buskints greateet contriltuiion to the ansiyels of form in art vas
ties ebility %o produce drawings end diagrams in illustretien of the
pointe mase. M efm vas aluays to sonvey precise lmformation

supported by some kind of visusl Jemonstration. le did not slways

1. Hodern Fainters, Vol. I, ppe 18081,
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put his schemes into effect, but thie proposel regarding Canaletto

shows the methods he had in view, It wam for this bendency that

he was lster praised by Vernon lLee.
The mannerism of Canaletio is the most degraded that I know
in the whole range of art. Frofessing the most servile and
mindless imitation, 1t imitates nothing but the blackness of
the ghadows; it gives no single architectural ornsment,
however near, so much form as msight ensble us even to guess
at 1tz actual oney and this I sasy not rzasbly, for 1 shall
prove it by plaeing portions of detail accurately copled
from Danaletto side by side with sngravings from the
deguerreotypdes s 4

1% was also this achievement, as well es the empbesis placed on

form as the primary component of the work of ari that wes to be

taken up by Roger Fry.

But Fry did oot limit hig appreciation of works of art
by referring it to a slngle formel princdiple as Rusiln had dons.
With him is revived the orpgauiciss of Coleridgs which sesss the
relation of sach part to the whole, and the newer evolutionsry
prinagiple ~~ already pevhaps faintly sdumbrated by Uoleridge hut
naver followed up =~ im adopted, Coleridge could see development
within the vorks of 2 single artist in relation to the development
of that artist as a human personality, but Fry sees, in keeping
with the new emphazals on the autonomy of art of Vernon Lge, the

developmenta within art as a self-generating, sell-consistent

1. fodern Painters, Vol. I, p. 215.
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eﬁtit.y.,t 48 gvidenoce of this last, and of his sclecticism;, -~ he
was apparently aware of the snthropologlioal imvesiigators - wo have
s remarks in an articls, "The Sxhibition of rench frimitives,

}{‘“t II’“ in th& Hﬁ:lggngg g _E-ﬁ‘i“&”!mﬁ'

The history of the development of an art may be looked at
from two points of view, It may be looked on &g a gradual
concuest of the forms of nature, & graduwal dscovery of bow
things appear to the cye; ory; on the other hand, as the
logioal and interpally necessitated evelution of s rhythm;
a process in which the rhytha of one generation of artists
is bound, by its very nsture, to generate the rhyths of the
next., There oome certain moments in this procees when the
rhythn which the artist inherits is more, others when it is
lese, propitious to the expression of the highest truths
sbout the extarnal universe: hut always the rhythm tends
to move along the lines of 4its own separatie and predestined
mura@vz

Aut solectic though he wae, Fry 3id not sceept at rendom
all $hat had hesn writien on the founlations of art during the
ninoteenth cantury. I{ we can sec in him something of Joleridge,
wskin wnd the lator evolutionists mentloned above, he was wary
of the papular notion of lerbert Spencer snd Ureni Allan $hut ard
was fundamentelly an extension of mormal biological processes, .Jry
was always interescted in salense ~- hip fathar hed published soveral
works on natural s@lence eanl he himself had taken o first in it &t

1« In this *‘ty was mt ag ariga.aal as .3. un Johmwm

June 1904, p. 2‘79. ;
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Gambridge. But Jdespite s background whioh we might expeot o pro-
duce & narrov eapiricism such as Ruskin's, we find in his mature
work that the formal preccoupstion, which natural solence had

tended to develop in aesthetic snalysis Juring the preceding
decales, 1lg trensformed by Fry's particuier aaasﬁ:bility o a0
probably, %o, by the new svolutlonary outlook -~ to &n Laplement
of far wider spplieation than hitherto, #ry's eritleisns, boglnning
ad thay did with the oxanination ¢f 011 masters using traditional
oritical methods, and ending with an entirely fresh approach through
his own theory of forus, illustrate the movement froa the 0ld acathe-
tes W the new,

That he was aware of the signiflcunce of Lle own worx in
reiation to the developmsnts of ithe sentury preceding il ls obvious,
and that he understood the naturs of these developmenio csn be seen
from his intreductions to the [lsooupaes of Jir Joshus leyuolds.

He realizes that muok of whut Reynolis wrote i1s no lomger spplicable
uvnder the conditions revealed gimce hls day by wodern sclencay yet
some precepts stund for all time, For example, ity is in accord
with dsynolds's belief that the end of ari is to appesl iv the cule
tivated imegination, and, Leacause 1t Is suspect by the nassos, must
slvays be & “sporadic and iselated phenomensa® and "practisod almost
in socred like a proseribed religlon.” ile finds something of his
oun solentific outlook in Reymolda's proncuncement on art critlcisms

ke declares that, though he uust believe in the sxlstonce of
genius, "these refined principles cannot be alvays mmds
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palpable u&m the more mna mlee of ar%; MM

ﬂv.\# L»L u&ﬁ.._ mﬂn& provnap
l = . (31, 0

the beais of o beilef In this logic of the sensations and
exotions, however diffienlt or even impossible 1t may be o
define, that all criticiem ani disoussion of worke of ert
mst m&t“
Yet, as stated before, it is Impossible to fall back passively on
the precepts of tradition. In the praciice of art itself ihe
century has showun itself revolutionary, yet ne firm standerd of
Judpement has boan svelved. Each riint seek to tuild for himself
& new set of princisles on which to ruticnalise the processes of
art. ‘e feols, for the present, that the unrest of the preceding
contury has "left us almost parelysed, without faith, end uith ne
very certain potion of howu s work of art is made.” There soens
mow, ae there had wot heen In the revolutionary ‘ninetics, a
roturn e tespest for tradition.
Yot this mist not tsks the form of & blind, unaritiosl

accoptance of all that Reynolds ho Ne points out thed
Sarwinigs hes struck at the tose of Reynwide's ides of nature,

and seske ¢ new meoans of coming to texms vith the classical direct-
ion to "follow mature.” ip his later essay, Tegro Seulpture,™
Fry was to reiterate houw sclence hed *blown oway” the "whole well~

ordered systen” of classicel aesiheties., In the firvet place

2, 4 iy 1‘?20, repr. in Yiaion snd Design, Penguin
f?fmkﬁ, ?%“1’ P @5-9'5.
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fieynolds's notion of the perfeoct form free of aceident mst be
podified, sinoe now there is 1little justification for the notion

of coeldent - all is the vesult of immteble lav. Te us, oven

more than to the scsthetieisns of the precsding decades, the

average form is act likely to be identieal with the idesl. [Fyobably,
tov, 1t i we, rather then pature, who deedde what is besuiiful. Ve
decide on ithe ercellence of ¢ harmonious forw, then discover an
exemvle in neture 10 meet our demsivics Neture tende to gerve
funetion rather thun beauty -~ it is the 4ype of the elty magnale
not the (reek athletc whe novw tende to prodomimate, %o be typleal,

This only zay be soid, that the full development of certain
organs designed for certain fumetions tends tmuamis &

Jefini teness and precision of form vhich hos en assthetic
value., This is especially so with orgens formed for motion,

g2 the wings of & bimd and the legs of a horse. The more
perfectly the latter fulfil their fumotions tho freer will
they be of cbesouring cornsctive tissue; the clearer and

more apparent will the articulations aud insertions of the
mscles hacomey the nearer vill they epproach 4o thet
desireble lucldity of form which our sense of hoeuty m&m.1

But the groatest blow to Reynolds's theory ig ithat modern sclence

besitates to define species at all. Honce we must look for new
benes for cesthetic theory.

We must look for thes not in Hature, rogarded cbjectively,
but in the resction of the man mind %o Nature; being
satigfied 1f we oan find in that a sufficiently wido bLasis
4o glve our conclusiona validity for the ordinarily con-
stituted humen belng without seeking for & dlvine sanctiomz

Te Gf@;‘-. ey o L3
2, ibldes Be 4bo
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It was Tolstoy's yhat ig Art that finally freed aesthetic specuiat-
jon €ron the Hruitless sezrch for principles of beasty., fuough has
been said to show that Fry wes fully swere ¢f the value of tradit-
ion, snd svare 490, how Derwinien science had pecessitated a totel
preconstruction of it.

Howewer, as was remarked before, though Fry's approach
wez gbove sil that of the seethetic scientisi he did not seek io
confuse blologienl life with sesthetic experience, s use of all
arganio motaphor wes perfectly conseious, end the suggestion that
true art was iinked in any way with the struggle for survivel anl
the 1ifs of instinot he rejscteds In his contribution to An Outline

gigs, "The Arts of Faimting and Sealptuve,” his first

cere is to Alstinguish true or pure art from commerelel or biologlo-
ally-based ert. Soms works of srt are male for the sake of publiclty
- for exanple, the sonumsentsl art of ligypt - or "in resvonse to
supposed neede arising cut of superstitions or reiiglous beitefs."
Both these involve labour “anslogous to mun’s cwiinary sctivities
in response to the stmugple for exictence.” There existe, however,
a hody of pure art.

vesé® €ind a whole class of works of art in which no such

biologieal aims arc envisaged — works due to a gretuitous

impulse which we call the mesthetlie impulse, ‘e find here &

purely spiritusl activity analogous to that wiich impels men

% geareh for truth. It is this pure, {rex and biologieally

useless sotivity which hag produced thoee vorks which are
emong the most cherished possessions of mﬁﬁfx&;ﬁ."

1« Upe ohte, ede We Rope, Londen 19321, pe 909,
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1% 18 enly throwgh the free operation of the aesthetic impulse that
the gourse of art history is directed, Fry's resark that “Svery
tygoe of imagery which has come inte existence tends to persist in
the sane form, exeant in so far as it is acted upon by & {ree
aesthetic impulse,” is reminiscent of Vernon ice's views. ind like
Fater, end Colerddgze, ¥yy thinks thet his free impilse, or the
artisi's idea must thoroughly penetrate and fuse uith the matter

it inforns,

Ye sec something akin %o our splritual being penetrating and
wmoulding matter, The fillest pleasure oeccurs when, having
ronliged the genercl ldes, the main relations of the members
af & bullding, the main compoaitlon of u pioturs, the dis-
position of the limbs of o seulptured figure, we are able o
conslder the interior relations of the perts, proceeding
sluays fron larger to smaller relatlions, without finding eny
point at which the informing idex bLresks dowm, urntil we conme
o the matter of the work, the grain of the sions or the
canvas. 1t is important thet we should feel at cvery point
tile {mpregnation of matter by the 1&3&1%

The view expressed here is made the orpanizisg prineciple
ef the history of art wvhieh follows. Fiy was vwery aweare, as Yernon
fwe ket beon, thet the artist con de little more than uee his
asesthetic impuise to modify forms slroady availeble to him, though
Fry's view is exprepsed in forss thet allow a zreater dopgres of
spontaneitys This is obvious free hie ezeay, “Three Fiotures in
Tempere by Williem Fleke,” which first appeared in the Guiiiagton
W §n 1954, So-aclled sawape art is exivemely pure, bolng

e Ope vdbes Dpe F14%15,
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sotivated by nothing other then the love ¢f harmonious form and

the desire %o use this oz & means of expression. The formal attain-
ment in aré of negre peoples, being ihus freed of the need for
securate imitation, 4s zuperb. ZThey "reelly conceive form in three
dimensions® which is rare ir corly “urcpean soulpture. Greek ael,
on the other hani, is dovoted %o the norrow idesl of imitation of
patural beeuty, and so has been on inhiblting influence in art
simost to the prosent day. Tet the lstting loose of eumetion 4o

ot conducive to succeasful meosthetlc orcetion, ¥hile cll good

art is rooted in fesling, the ariist must distance himeelf from

iis works, UHe explaine thie in dtscussing the work of Utamere, @
Jopaness artist

Tt is a noteworthy curdosity that pome of his pornographie
prints are gemuine works of ert. It is curious, because in
olmost all ather puriods and countries we notice thui a pre-
aooupation with this perticular feeling has bean dismatrous
to the seuthetic quality of the resultant imegery....whilst,
on the sne hand, the whole history of art shows that art is
nourished upon the actual emotional life of the artist, awd
pprings, at lesst in part, from hia desire to reslize that
=ore fally by expression, on the other hand we cbserve thet
it is only vhen the artist cmn stand apart from his own
personsl Peeling and can view it with a certain detachment,
as vart of a greater whole, that the expression attains the
unity and orpganie coheronce of a great work of art, end ve
moy well supposs thut the emotion of physical desire ia oo
physiologicel to be smenable carily to this contemplative

For ¥ry, in both sesthetic processes -- ereatien and pevecption -

there is mere than a 1ittle of the sclentific attitude. TYet,

1. Ibid., pe 938,
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despite this sclentific bent, Fry was careful to tread the middle

ways
ossineroased solentific inveptigation of phenomens, increased
Imowledge of how things present themselves to cur sight,
ghonges the mode but does not necesserily inerease the power,
of pictorial esxpmeiom!
knd egein, "we hove no gusrantee that in noture the exotional
elements will be gonbined appropriately with the demands of the
fnnginative 1ifesses® 2 Troponderance of the sclentdifMe atiltude
did not assure progress in art, es his remurks on the Florontine
peinters of the fiftoent: ocentury shows Though they bed mestered
a neuv solonce of visunl eppenronces they "never make ke nistake
of confusing their new sciense with their art,” In the same way,
Pry bimgelf did anot confuse vhat service sclence could oifer to
art in the way of Jdetached unalysis of formal proportics with the
eesthotie responge of the oritie, ae will be seen laters The works
of the Impressionists, to the extent that they "lacked desiyn and
formal co-srdination” are to be condaned. They were the produet
of "poeudo-scientific snd onalytic method.® In revolt against this
wae the great returp to formalism insupursted by tzanne — "the
re-catohlishnent of purely aesthotice eriteric in place of the
eriterion éi‘ conformity te appeerence — the rodiscovery of the

1+ 9Three iictures in xempm by z«mmm Blake,"
Burlinzton Magasiue 1904, repr. in Y X palon, ole clbey Do 175,

2, "An *my in sesthetios," Hew Susrterly 1508, repr. in
Yigion end Deslgm, ¥e 3.
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prineiples of structural design end harmony.® This in turm "led to
& new ecumon of eﬂﬂe&u.‘*’..‘

48 hos been seid previously, Fry copsidered art and life
to be disorete entitien. This le especially plsin in his discusc~
ion of the ucdes of perosptiérz, in “in Eesay in jesthetics,” whiech
first appecred in the fiew imarterly in 19%.2 fle diestingaishen

betuesn the vieion whileh is purely founded in ocur blelosical iife,
and made up of "instinetive resctions te censible objects,” end
the imawinative vislon which cslle for no resction fo cur meterial
cireumstances, The first, as Vernon icm wonld have nsreed, anounts
o no nore than the mere recognition of objects for praotiesl
FATPODOE ==
Now this speeislizastion of vwislon goes eo far thal ordinary
pecple have almost no idem of what things reslly lcok like,
so that addly enough the one standard that popular criticism
appiies to painting, nenely, whether it 1s like mature or not,
48 the cne whick moat people ars, by the ubole tenor of thelr
lives, prevented from epplying ;:smperly-.:,’
In fact, since all they have sver really attended to are paintinge,
pature, for thes, temls Yo leok like art.. Therc is, of csurse,
nothing new in this conclusion -~ fuskin and Yilde bad pedld so long
batore. Pry develops bis dlacussion of psrceptieon further in “The

trtiat's Vision,® L vhich firet appesred in the ABhenaeum, 1919, and

1o Yision snd Design, Ope eite, Dps 1619,

2. Ope oite, pe 22..
3. Ibid.;';?» 2}-
be I0ide, Pe 45s
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concludes that "™Siologioally speaiing, art is & btlesphemy." le
dlstinguishes degress of perception, the lowest grade being that
of the pregestist's recopnition mentioned chovey the next, the
child's whe hae sot fully Jevelopsd thies survival technique -
consecuently he "locke at things with some possion” and lemis %o
colleet the sttrnctive end the ecurious., Tids porsists in some into
adulthioed. It is "curiosity vision." The stage pust thle is that
at uhich we "loock zt objects noi even for their muriosity or cddity,
bat for their harsony of form end colour.® This funmetion can Le
perforsed only with respeet to worke of arte The firsl and groat-
est zisapprlication of biolegiesl vision is that of the greative
vision of the artist, vhich im "the furthest perversion of the
@B fts of nature of which o man iz gullty.” Unly by totsl detach-
mont from the practiecal impiioations of appeersnce ie this to be
attained.

Almost eny turn of the kaleidescope of nature mey set up in

the artist tide Jdotached und impassioned vision, and, as he

oontemplates the partioulsr £ield of vislon, the {sestheticw

ally) chaotic and ascldental conjunction of forms and colours
begins to cryatsllize into a harmony; emd as this hasmony
becomen clesr to the artist, Lds actual vision becomes die-
torted by the ecaphasis of the rhythnm which hos boen set wp
within him, Zortuin relations of directicns of line beeome
for him full of meaningy he epprehends thex no longer cacually
or nerely curiously, bu! passionately, end these lines begin o
be so stressed and stand out so clearly Crom the reet thet bhe
sees them far wore distinetly than he did et ﬂmtm‘

it is obvious from Pry‘s provceupstion with rhythm end harmony

1s ?ﬁiﬂa. B &@tﬁkg‘
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that he mainteins certain clements of classicisz that hed been used
to rationnlige form in art during the praceiing contury, s alresdy
shoun. (Ve retained, toec, the ol notion of order in variety.)
Hut, on the scientific side, the preeminenca given to the consider-
ation of form, fo0, 18 & relie of this peried of theught. What is
pecaliarly Fry's ovn contribution is slsc here present — the
"detached” and yet “impescicned” vision of the artist is perheps a
projection of Fry'e cun sistes of nind before works of art, What
he sims ai bringing to 1t is ibe artist’s sclentific wanner of
usging fora for the purpose of oxpressing ¢motion. le desaribes

the procese in hie book on Udzanne.

Ye may deperibe the proocess by whieh much ¢ pleture is
arrived ot 1o oome such way es thiss- the sctusl objoots
presonted to the artiei's vision are first deprived of ell
those zpeoific charseters by which we ordinarily arprehend
thelr conorete exietence —~ they are refuced io pure clesents
of space and volume. In this sbestreet world these zlomento
ave perfoetly co-srdinsted an? orgenized by the sviist's
sansual intellipence, they attain logical consistency. fThese
gtutractions are then broughit beok inte the conerete vorld of
roal things, mot by giving them back thsir apecifis reeculiare
ities, but by expressing them in an incessunily verylng end
ghifting texture., They rotain their abstract intellipgibility,
thoir amenity te the humep mind, apd regain that reality of
aetnal thinge which 4o absent from all abstractions,

Cf course in laying all thie sut one 1s falsifying the
aciusl procosscs of the artiet's mind, In rezlity; the ro-
cosges go on cimulteneously and unconseiously — indeed the
unconscloushens in essontial %o the nervous vitallty of the
ﬁ@m«1

This is to be the basis of the renalssance of ert theoxy briefly

177 Mdon "%9;.’?3
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afunbrated in the introduction %o Reynolds's Discourses.

Yot, ihough this notion of ecientific tut expressive form
provided the lire of attack for ell Fryfs matore critieisn of indi~
videal works, end in part the basis for hia historical account of
ard, it never became the distorting cbseselen thet the truth-to-
natore of earlier sclentific oritics ke fuskin bad been, Her did
he aver descend to degmetie assertions, like Clive Pell’e notien of
"rieni ficant Form," about fhe notuve of the acsthetle experience,
The {lexdbility of applicstion of his idea that the cesthetic
experience inwelved, emens other things; the recognition of inevit
able relations betweon the components of s work of art to some
extent zoved bin from this, ao we chall see latsy, This cbility
to perceive relstionship vas nevertheless anelogous o 2 sclentifie
process of thought, though far removed from it in its essential
nature.

The ozse of the generalising intellect, or rather its snalogone,
in ert is ... fMAmlt. Yere the recognition of relations is
{zmediate and sensctionsl -- perheps wo ought 4o comsider it
as euriously ki to those cases of mathematical geniuses who
have immediate intultion of wathamatical relaticns which it is
beyond their pousrs to prove — go thot it 1s by anslogy that
we may iolk of 4t at all se intellectunl.,..the motives of
sslonce ars omotionel, mapy of its procesces sre purely

intellectnal, that lp to say, mochanieal. They eould be
porformed by & perfectly non-eentient, emotionless brein,

wvheress at no point in the process of art can we drop fecllngeseey

§£ ry had left his theory of percsption of relations merely as

1. "éxt and Sclenmen,” Ltl

E , 1912, repr. in Jlglon
and Deaig, ope cdtey ppe T1-72,
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epplying to the notion of abstract formal relations diverced from
congiderations of colour, line, ani Sexture, snd other less readily
salalable cowponents of artistlc composition, his analyses of
gpecific works of srt might heve remained as nerrcy es fuskin's,
#ub, 23 ve have geen, just ss intsllectusl and emotionsl elements
are inmepsruble in scsthetle perceptlon; so are formal and material
elemeniss 48 Fry never wearied of pointing out, we lack an edecuate
tarminologzy in ecesthetlos, but the following prusege glves some idea
of the couprelensiveness of Fry's sclentific enalogy in whick he
iries to cnoompmss form and matter; inlellect, feelin; and imagine
atior as pext of an organic whole.
¥4 is when the composition of a pieture, adesuntely supported
a8 it met be by signifiennce of iexbure, roveals to us the
205t surprising and yei inevituble relationships that we got
moet strongly the final unlty-evotlion of e work eof art. It
ie these ploturcs thet are...the most significant for contem
plation. Hor befors such werks can wa help fmplicitly attri-
buting to their anthore the amne kind of pover which in
sclence we should enll *grest intellect,! though perheps in

both the ters *great imaginetive orgurdsstion' would be
better. 3

It 48 thus that, by practising the principles izplieit here, Fry
wae to voturr apb anslysis to the ddroction peinted early in the
nineteentt century by Toleridre. The allenpts at scienece of the
nid-nineteenth~century scstheticiens such az ﬁa;r were $ be pat
geamatey can only sxplain the purely
decorative effect of art and sot the ropresentationsl espect i

aside as inadequate., Iiu

e ﬁ;‘iﬁc, De ?‘a
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is inedennate to explain the asesthetic effect of paintings. Foue
over, it may be useful in poiniing out roughly the technical com-
pesition of formes in o peinting, and Fry hinself dees this in dis-
cusoing Renolr and Césspne. But here Lts uce ende.

Fry alwsys vieved his theoriee us itentative, and his
nethods oo experimental, His system be puls Torward as no more
then "a provisionsl induction" {rom his own mesthetic experiences.
te have slready seen something of the basis of bis viewny it
remeine to conclder how these were %o be applied in actual snslysis.
Thot Fry velied grently -- perhepe as greotly ae Coleridge - cb his
oun sensibilily is eppevent. Apart from the reference of the struo-
ture of Yenolr's end Dézanne’s pletures to simple geometricsl
fipures, Fry’s esseys give ne gread insight intc bie actusl methodse
of annlysie. Believing, su he d1d, that the function of art was
the euhodiment in sypressive foim of the urdist's splritusl exper-
iences, and thet in thie, plestic form wes analogous %o form in
musie, it vae bis principel care o bring his audlence o an under-
stending of the significance of the related forms in the work under
roviow, and to do ihiz, so fer sz poselble withoul disrapiing the
organic unity of tha vhole. If hie declured vorking principles were
fow, the results they brought vore copsiderable. There con be little
doubt thet Fry pot only ewertsd s {romendous influence en publie
teste, but that he opened up a new eyes of assthetle experience.

ir "An Essay on Aesthotioes,” clted earlics, he offers
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this simple enelysis of the emotional elemente in the design of a
picture into six categories. The first is the rhythm of line,,
"the record of ¢ gosture,” the second is maps, the third gpace,
the fourth 14ight sud shsde, the f1{th colour and the last {only

e poseibility) “the inciinction to the eye of a plans, whether it
is impending over cr leenipy swey from us." He was later to saey
in "The Lrt of Plorence,” 1919, thot “neither perspective nor
snatony hus eny very immediate bearing upon 8%t...” In sddition
to these simple unelyiic categories, Try mukes use of n veriation
of the notdon ibhatl all sesthetic emotion is welsied to physieal
sanpation - "the grephidce arts arouse emotions in us by playing
uper what one may @sll the overtonss of some of our primury
physfen] needs.” This I8 sn esrly aud never a deeply important
element in Fry's thousht. o the lest, he mainteived hie refusal
to effer =ny facile suggestions s %o the true nature of the
aesthetic emotion, Often he resuched on the simlilspity of effect
of fora in musie amd in the plastle aris, and thought our reactions
to theze depend on the “Jeeper mibconseious layer of our noture,”
Although he prubsbly ook the ides from the lysbelists, especislly

Hellswad whose poess he trenslated, bo twios quotes Michelangelod

T W;@ was fond of the smsienl amslogy wiich he bad, neo
doubt, frou the Symbolists, and he uses it to oxplain “rhythu @f
line" in an essay on Glotto cight years sarlier ip the lonthly
Jeviey.
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"Mnally geod painting is = music and a melody vhich intelleet only
can appreciete and thet vith difficuity." Here sgain ve see the
essential quelity in Fry's eititude 4o ert «— the desire for balanoe
between the two fsctors of polence and fealing.

Ap was puzpested befere, the idea behind Fry's selentifie
appronch to the enalysie of ferm in art was not the ¢ld narrov idea
of zoupsrison with neture, Imltetion of nature ves, 47 snything,
1tkaly to he sp impediment to successful expreseicn by the sriist.

) v o "
Thiz pessase rom Jezspne shows whet Fry proposed ingtesd.

The ircuspositicn of 1l the dnts of pature into vaiues
of plastie eolour iz herc complete., The resull is as far from
the soeno it Jeseribez 20 music, There iz no Inducenent to
the mind to retrace the steps the artist has teken and to ve-
construet from his image the actusl vomen posing in her calon.
Ue remafin oo completely beld in the anchentment c:af’ this deep
harmony, Though =11 ccmes by the interprstation of actuel

visusl sensutions, though the desire %o remsin abeolutely
leyel o thes wes =n cbeession with Udzanne, the word reaiism
seaxs s iapertinent apr idexlism would be in reference o such
a creation. It belongs to a world of spiritual wnluec incom-
mensurate but pavallel with ‘ahe aetual Wl’l‘i«» it is en mplw
of vhat Jules “emard calle le véritd ordstries §'11d

Sionfe,
From what hed been done by preceding sesthelfciens he fook the
theory «{ the preeminence of formel elewents in the work of art,
and thon made cxemination of these, without specific refersnoe by
them to anything oxternal to it, the foundation of bis wethed, .,Iin
esgencs, hls method was that of “srwlnien nsiurel sclence, which

jdeally would comuins phovomens unprejudiced by epy iteleclogiesd

i Tipe cite, ps 69.
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considerations, This 1s of course impossible tc achieve comzletely,
bt in fresine art fo & lavpe extent from evert religious ond moral
assoclations, ¥ry wes fellowing the spirit of Darwiniss. He sought
to promote understanding by secourate apalytieal deseription of the
ebject as 1t funciioned within its native envirenment — the sutono~
none world of art - rather then to classify by the narrouw applieat-
jon of supoosedly selentific, and, by the 14 implieation of the

with the neublance of sclence by edonting pragmetieally the apparatus
of chaervation and cluseifieation vholeanle into aesthetics, Fry wmt
deeper tc find the peinciple hohind and to use It with greant sensie-
tivity end flexibility o show, es Joleridge hod tried before him to
ghow, how sach element in the work of art conteibuted to sustain the
srgantc 16fe of the vhole. The wery fiuld nature of the idex of “pole
caption of rolotiens? - which only beoomee erparent from a full study
of hiz actual enaiyres -- emohled Fry io extend his cbaervations to
inelude £ll the ercenizetional elements of s pleture. "Flastie” was
s favourite torm of his and he epplied it o solour as well as %o form,
in beinging to cur sttention the erpanicism of a vork, ¥Fer the firet
time thore sppeared & eriticism whiech was tuly empirical, detached
and cbjeotive, unbounded by emy cbligations te arroy idenls, yet at
the same time revelatory of & whole mew werld of assihetie emotion.
Admittedly, this last was peaaliarly Fry's cun, but the subjootive

element must alwayz remain both 2 1imi¢ation and & desideratun of



eeatheotic analysis.

To come now to some actual exanples of Fzy's theories at
work, we mey begln with his fuvourite subject, Cézemne, on vhose
work ke produced en essey mnd & book-length study. The latter is
the better source for our purpose, In diseussing e landgenpe of
Gésannste, "La route du Chitesn Yoir," dome in the late ‘eighties,
¥ry sbowe net only bow his ovn sensitivity gmi elarity of formal
apelyeis con bring & specific plobave to life for we, bt how be
could relate this partieuior emample of the artist's work ic the
body of his work es & vhole, Fry's sbility fo snalyse end descvibe,
to reveal the naiure of & work of art in it rolalions %o arl as o
whole, 416 not vitiste his shility to make value judgements; rather,
§4 beoane the besis of his essesscentc. (dsanne's pietucs io Wmilt,
as alvays, on a simple "geomctrieal scalfoldings” his spirength as
an artist 1ies in whet he can schieve on 3his uncomplicated basiss

Here ihe “ceystallisation” of the forms is complete. The
piaves interjoin and interpenstrate to bulld a design where
the @mxplmw,sﬁ@es not endanger the Iucidity of the relatliona.
Tot only bas Césenne's notlon of plasticity and of the plastie
contirmity hero attained its jlenitude, but the artist contreols
it with perfect fresdom. If we compare it %o the vorks of the
carly maturity - these of 1877 for instance — ve see how far
Cdzenne hes developed in this direction, how muck more he feels
st his ease before the “motive," how much zooner he Zominates
end controls it. By now he is sble to trust much more to the
habitusl inolinaiions ¢f Liie sensibility end io his scquired
science. ilot only have the forms been redused to ihove clements
with which we are familiar, but here alse the colour has booome
increasingly systematic. He moduletes in the chasen chromatie
key almost as a mucician does. Ue acozpte freu nature, not so
mich the precise indications as befors, but rather suggestions
of modulatione which he then renders according %o the progress-
dons of his soale. 1% must be underptood that this 1s only a
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difforence of degrec; what we have here is only a freer and
bolder use of the method of his ealier work, I¢ implies that
he con by now modulate with such supploness =ud with so rich a
variety of transitions, that ho oan give the fegling of living
reality by & s#111 move genovaline? interpretatlon of the
aoma.l vision. (émanne Ew.maolf m fond af this werd, using
fmpdulate® inztead of"model,” and it is ome of Ry indications
of how clear zighted he became in hs maturity atcut the ecsen~-
tinl beont of hls owm wn;’ma..,g

A practleing artist himself, though sn unsuccessful one,
Fry wae in the best possible position %o disouss the development of
tre artict's Sechniques, and & conasiderstion of these bulke large
in 21l Fry's critieclem, His sense of art hWlstery blended with hie
sanse of the individasl techndeel progress of the artist,

The mexveilone nisety of Césamme's colour seuse prevells
sbove 311, e wos cvidently excited, liberated snd enriched
by what the Impressionist vision revealed to hin in usture,
am, instead of losing his way in the infinitude of atmoapheric
eclour, 58 so mauy weeker natures heve Jone, he ceems %o have
known from the first how %o dominote ite sonplexity ond render
it ovganic. The 400 suwmmary synthesis of hig serlier colour
ie hore completely sbandoned, and he enters into &ll the oome
plevities vhiech nadurs; scon fron this angle, revesls. The
smallest fece of stone wall becomes, for hic amalytie and
sesrching gmze, of unspeskable vichmese, Tts grey 1s composed
of tints thet tend now towards violet, now towards blue er
blus-green, with hints here and there of oitron yellows and
orangog. /nd yot all remalns eolldly in i%s plane.,

A study of his Ggys llind confilmme Pry's stronz interest in

the individuzl vork ss pert of the autonomous developmant 2f art.
lany pespages from thie could be inelvwded in support of this depth
of interest, but the sbove cuotation eoncerning (ﬁsmm gives the

1' *r.a"p‘ Gﬁ«te’ Pa 76#
26 ilbiﬁ.; Pe %o
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esgence of his approsch. Te was aluays, @s we have been profess-
edly & pregantist, but, as ve have also seen, was saved from mere
dvy nesdeniciom by hie confidence in the validity of his own sub-
jeetive statos before works of ari, UYe wes never afrald %o artle-

ulszte these, as we see from his remarks on tdpprmots Mazeras "

This nethod of the Lssame sugpeste the influence on our

artist of some ides of dramatic colour - the attempt %

eonvey by the shoek of these magses of unbroken colour ~-

an almost by some direct physiclogical effect on us —-

the fragic swotlou at vhieh he simed o4

Briefly, then, with 2il bis acuteness of sensibility, es

fry vegarded the work of the oritic es snelogous %o the work of the
seloptint, and considores ihat the highest plessure in art ves
similar in Xind to the highest Intellectual jlessuve, he penetruted
beyor! the superficizl sbiesple at sclence that the particular
selentific interesis of the nid-pineteenth eentury produced in
ssethelle analysis, to crecte a criticles vhich was al once
oriepted towards our two greatest phllcecphlenl legacies from

the pust century — srgwiclsw and Derwinisn,




Chanter V

PRYSUNIOGYCAY, APPROACHES TO POmM

The netursl sciepone chysiology and biclogy 414 not begin
to influence paychological thoupht in Yngland until well past the
widegentury, The besleolly physlologiesn) spprosch of Hartloy in

. Y¥ep gove place to the nore limited slaeelficntions

of mental phenomens of the ispociationirte Thomse Meld, Tngald
Stowart, Thomss Frown and ¥illism Hemilten. Netd's refection of
the velevance of physiclogieal siudler -~ copecially fAertler's ==
as tending %o & Jegrafetion af the dignity of men, end hip founding
of & line of thousht confined more or less strietly to the discuse~
fon of mentel feeuliles oe = braneh of philosorhy, roseched its

foregeenble outoome in what is considersd te be the eviminating work

of the Lszoriationist scheol, the [raly
Hymen ¥ind of JYemes Mill, published in 182, #Mll's epproach 4o

payotioiogy held wwey for come bime, and 14 wor only with the coning



209

of ilexsnder Bain's The Sonses &nd the Intellect in 1855 and Ihe
e H41) $n 1859 that the relevance of physiological

studies tc the exploration of wentel phenomens was radiscovered,
In 1855, the year in vhich Bain's first hook appeared, Herbert
plogy was alse published, Though

lese gemerslly influential then Eain's werk, it hed considersble
signifiesnee for later psychologieal eecatheticians such ss Jemes
Sully snd Grent Allen. Opencer's systen wns besioslly biologicel.
e sought to refor all the phenomena of nafture and society tc one
fundagentsl principle -- that of evelution. In choosing Eein's

work pather tham Spencer's for review, the [dirzhur

indicater what mey have been the gemernl reaction ic Spencer's
vieuws.

oo olin. Speneer, though possessing great enalytie power, is a
legs sober ihinker than Hr Bain, and, in {he more originsl
portion of his spemlaidons, is likely te obtain a much less
ungualified ajhesion from the best wminde irained in the same
general wode of thmg;hh.!

feter, with the jublicution of Darwin's works, the fg

wae to displey hostility, not only to ell evopluiionary thousht im
poychology, but even to Bein's work, which at this eariier date it
sinzled out for praise. However, despite conservatism such as that

exhibited by the Ddivburd Revisy, 4t was the idevs of the ewlute

ionists that wers o dsolde the direcilon of new thought in psycho-

lozionl nenthetics, ineluding coneiderations of the perception of

1e fl?'p. eit-., Yole Ex, datober 1859’ e ml
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form, in the later half of the century.
ferly on, however, the issccdationist outlook held away

in sesthetic thought for s comsidersble period, and did not entirelly
die out until the last decades of the contury. Since the issociat-
jonint attitude to the explanation of psychologiocal states connected
with the perception of form wee go pervasive in sesthetic thought in
the period, before ecnsidering the influence of the notural sclences
on the paychologionl nesthetics of form, we mmst muire some reference

to the views of the nesthetician most repregentative of this trend,

BE s g e sl on o f oW

Archibald ilisen, slison's [gg
Taste vae flrst published ir 1790 and weni through meny editions in
the first balf of the ninetcenth century. Ip hie ezsay "Ca the
Yature of the Ymotlons of fublimiiy and Beauty,” ilisom gives the
basis of hig position regurding the porception of formal heauty.
The effocts of both the sublime and besutiful on the bumen beholder
are due to the operations of . the imazination ip setting up trains
of ssgooiated thoughle in his mind. This is true of both the besuty
of art and of patare, and it 18 to be supooted that curly eultivation
of the mind and sentiments through art will euvieh the apprecisiion
of pataral beauty,
When any objeet, either of sublimity or beauty, is presentsd
to the mind, I belleve gvory man is consclous of a train of
thought being immodiatsly awekened in his imagivation, snsle-
gous to the character or expression of the original object.
The simple perception of the object, we frequently find, is
insufficiont to exclte these samotions, unless it is accompanied

with this operation of the mind, -- unless, asccording to common
expresgion, our imegination ie selzed; and our fancy busied in
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the pursult of ail those ireins of thought which are 2llied

$o this character or wzz;_smuon..‘
But the trains of thought, we are later told, are of & special kind,
They consist of "the idees of emotion,® snd these are alweys linked
by ocne organising principle «- ©., the "idess® are all cither gay,
g}gxthsﬁc, melzncholy, eto.; furthemmors, m& emotion of bamuty is
felt onily when the pereeption of the objeot is sccompenied by some
feeling of affection for it,

In the succedding exsay "On the Sublimity aud Zeauty of
the liaterial ﬁerlag‘é” ésiisan tells us that, "0f all meterial wialities,
that which is most generclly, and nost maturelly productive of the
emotions of publimity snd Leemty, 18 form.® This is so becsuse it
is form thet is funismental to the existsnoe of objects. Put the
common opinion thet some {orms sre by natare mém besutiful than
others ie folse. Cesuty of form is to bo attriduted only 4o the
assoclaetions forms give rioe o in the nind of the poresiver and
o qualities of which they sre expmsiwe‘ These lust are oonnectad
with the nature of the cbject distingished by the form, end from
the nze of fornm in urt. Theae illson terms "meturel®” snd "relative®

besuty respectively. /Ancther soures of expression is that of

"ageidental assocletion” snd this produces “eccidental boemty,®

Beture ool T=ingiples of Tag prehibald Allson, repr. of 5th ed.,
gfﬁ n .ég, E“ '(‘”"1:
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In ddscussing the natursl beauty of forms, he analyses
form into matter hounded by lines of verious kinds — cagular, or,
peeondly, curved or winding iines. S5imple forme are composed of
cne type of line, complex forme of more thanm one. These two are
connected with widely aiffering aémcﬁ,aﬂsm. The hard, =irong,
durable Xinde of natural cbjects are usually compoge’d of angulaw
lines, wherses {ragile, delicute kinds are usually uale up of
enrvilinosr cnes, Cur stock of ssscciations is amassed from our
chgervation of nature.
In all thoee bodies whlch have a progress, or which grew and
dacay within our oun cbservetion, the ssme characier of form
is odserveble, In the vegetable kingdom, the infency or youth
of plants 18, in genersl, dlstinguished by winding forme. The
infunoy end youth of saimals is, in the same mamner, Jistin-
guished by winding or cerpentine forms; thelr mature and
perfect age, by forms more direct and angular. In consequence
of this connexion, forms of the first kindi become, in such
canes, axpressive o us of infancy, and tenderness, snd Jeli-
eney; and. those of the seeond kind, of maturity, and strength,
ant ?i.mi,a

tikewise, we come o the conclusion thot anguisr forms express

roughness, shersuses otc., and winding forue sofiness, swoothness,

and delicscy. Cerpentine linos are sssocisted with case snd volltion

tradint. Alicon discusses the

engulsr forme express force or cone
gualities of lines at some lemgth, cencluding that strong and angular
1ines are the lesst besmuiiful, and that fine, windinz lines sre the
most beautiful, snd that this srissee entirely from the process of

‘ fe Q§m ‘;ﬂ»tlg Bhe 172-73.
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association described above, Beauty, it is contimually refters ted,
depends on axpressien, =nd this 4o the cuteome of cur original cone
Templation of poture. Even uniformity and regularity ave besutiful,
pot in thmeivéa@ bat because theoy express design or inteation,
Hmilerly, beauty of sroportion orises from the cwpressicn of fit-
nese of pevris to the end for which they are intended.
femty, then, is asoriboble %o the operations of the
verious facuities of cur minde which, fwwough the imagination, are
brought into contact with the objects of nature and art. This is
the nmatural constitution of our mentel belng, an? 1t is tr:cesble
te a finel cause - the henevolent desipgn of the creator. 'nder
these conditions the universe around us beoomes "a scene of moral
ddselpline,” where, by the yower of the immgination, snd through
cur divinely given sbility to associste form with feeling ve are
continmally affected by moral infiuences.
Uhether in the scemery of nature, suid the werks and inventlons
of men, emid the affections of homs, or in the interecurse of
genexul suclety, the materisal forms vhieh mirround us ave
secretly but incessently influencinz our characters snd dige
positions, And in the hours of the most innosent delight,
while we are consclous of nothing but ihe plessuree ve enjoy,
the beneficence of Him that meds ug, is employed in condueting
2 seoret discipline, by which ocur morel improvesment is con-
sulted, and these sentimenta and principles are foraed, whioh

are aftervards to create not only cur own gemuine honour, but

the happinese of all with whom 4t is our fortumne to be mnnected.’

But an cven greater influence 1s connocted with the forms of nature

Te Ube eitep pe 322,
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end art, and thet 1s the influence leading to au religlous sentiment,
ir cloeing his eseay, 4lison launches into a penegyric on the bene=
volence of God's design: '"namws in 811 its aspects avound us,
ought only to be felt as signs of His providence, and as conducting
us, by the vniverssl longuage of these signe, ic the throne af the
mﬂ‘ﬁy.‘-‘d The wriverse i¢ the "Semple of the living fod, ir which
graise is due, and vhere seyvice is to he performed.t The naguitude
of Altsen's Influctee over early nlneteentb~gentury thought on
natural form oon be sesessed by referring the shove-quoted remarka
bock 1o their sclentifiec context &5 cutlined in Chapter Une, and to
the views of the aesiheticlang of the earlier helf of the century,
desoribed painly in Thapters Une end Three, #lison's preccsupation
with neture se seblemedlc, and, to a lesser extent, with ithe desire
%0 refer hile views Ffor sspcilon to natural shservation, aie the
pelluerks of the sarlier thought of the cenbury on fors.

A traly scientific spproach in paychology to sesthatis
problens #1d wet show iteelf uatil the publliestion of the work of
Galn in the mid- and late 'fiftles. ie far as formasl sesthetics
goes, Bein’s peychology ie disappointingly shallow and lecking in
orlgineiity - iu fact he is throughout bis work mere of o compller
then =r innovator, spurt fyom his inslstence on the lmporisnce of

physlologlesl considerstions in the study of the mind, Dain wes

Te zlbidu Y Pe 3230
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well sequainted with the considersble advances in knowledge of the
vhysiology of the nervous sysies mede in ‘ugland serlier in ihe
century, 2ltbough he lnew iititie of the outstanding German achleve=-
ments in this field, But his imsistence en the importance of
physiological studles was a considesable contribution which changed
the oourse of paychoiogiesl enguiry in the nineteenth century, The
sld Aseociationist noidon of the nind as the passive receiver and
mechanical organizer of sense impresaions, wiich for seme time had
teen thought to te ipedequute, wxa to give way, under Bain, %o the
concept of the wind ne aclive, which had been so important sn clement
In Goleridse's thousht earifer. With Bain the feelinge and the will
hoth contribute e deelding what idess puss through cur minds. Tut
shove all, Sain's peinsteiing accwmlation of data «- vhich he
demeribed ss his “peburel history” method, and which esrnod him the
pepatotion of heving the npproach of a holundat e rolireatsd wnal-
hods of poyohology decisively from the old philesophicsl spproach

to the nstursl seisntific. Ue rejected the notion of any undfying
agent in the mind, such ¢s the soul, ani slaboraled bis systes by
the use of Assoaistionisum, from & basis of nerve currents, he con~
slders the nerves sud braln io form ap organic entlly and derives
fpoin this the clementary states of mind suchk ss imetinciive muscnlar
novements and the woridnge of the senses. Hovement, seunsaiion and
ipstinet sre the fundamentals of conccious 1ife, wideh in turn megle

fests itaelf through fesling, willing and thiuking, Rain adopted
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mach of the thought of the Associationist school concerning cogni te
ton, and this element, plus his preoceupation with the physiologlesl
bases of vtates of wind is apparent in his dlscuseion of the effects
of form on the perceiver.

Yhile he thinks thet delight in visual form is due %o the
#intrinais magsexler pleasure of the eye” he alsc thinke thet agsoo-
jeted idess contribute a grest deal to this, for gxaxple, the charm
of curved ontline 1ies partly in 1te sssoclation in our winde with
the “humsn {ova, au m‘.&.&gmaz‘i for love."“ He was to consider thie
interest "instinetive aud hereditury,” in deference to the theories

ef the svoluilonistn,

Bsin gives mpre precisc snd physiolegically~based elaboretion of
ths vesponsss ovoked by surved forme. 4s well as tnirinsie
masenler pleasure of the oye,” proporticn and asscelation wmay
contrivube to our gratifiestion., The ussociatlons are botk of a
vhysiolsgical and even simply physiecsl kind,

in Cupved Foras, the primitive charu of ithe curve line may be
goubined with proportions and with plsasing sssoclations, The
sipgle, and the oval, contedn =n clement of proportion. Tesiden
these effeets, therm is in the curved outline the suggestion of
eage spd ghapdon. The mechanicsl mesbers of the humon body,
being chisfly levers fixed at the end, noturally describe curves
with their sxtremities; it is orly zfter o paipful Sisecipline
that they con draw straight liness iHence straightnoess, in
certain ciromtstances, ig suggective of restraint, and curve-
ture of eases The bemuty of the straight form, when it ie
besutiful, wiil arise partly frow proporiion, &nd partly from
the obvious utility of order in arrangement.

11, London 1899, pe 242,
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Tn the dimension of up smd down, form or outline 1s inter-
woven vith the paramount consideration »f sustaining things
sgainst the foras of gravity; in other words, we have te deal
with Pressure and Support. The evils of lose of support are
@o pumerous, go pressing, so serlous, thet afequacy on this
soore is one of our inocessent solicituder, e real "affection
gf Poar.' The mere suggestion of a possible satastrophe from
weakness of support 1s o psinful ideay 2nd the existence of
guch nufog renders the sppesrances of adequete support & kind
ef Soyful m}.i.ﬁt’ué

has rightly sssessed Bain's epproach to enot-
jonal clements ss Jeolded by the necessity “to allow o much zreater
renge to the insiinetive portion of cur neturei” Palm hes fgxhiibited
what mey be termed the nataral history of the omotions, rether than
sttempted o construct their rhilesophy.", 4t this stage, before
the effects of evolullonionm had mude themselves f{olt, the Beyiew

was still willing for discussion of the "animal part® of our emot-

ione to be vndertsken., However, i€ later quaidfied its spprovel of

Bein'e work on the esotions by pointing sut thet, compared with his

clageification of intellestual clements, this was far frow complotes
eeewe 23511 desiderate en enalytical philosophy of the omat-
lonzl, like fhat whieh he hes furnished of the intellectnal,
part of our counetitution. Much of the material 12 veady to
his berd, snd snly requires co~ordination under the wniverseld
lav of rind whieh he hes so well expounded.,

This iz especislly se it regand fo the sesthotlc emotlons. Pagkin

1o Op. olt., london 3872, po 257. (First published

2, ime, oite, pe 300,
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has aseribed these to the benevolant providense of God, but if Bain
had earried out vhat meemed his projected schema in ils entirety,
he might have revealed their psychologlesl foundation. The Rgview
iz of the opinlon that
ceokiie grest idess, se well recognized hy Mr, Fuskin, when
they have sunk sufficiently deep into our nerveus seneibility,
sctuslly generate, by composliion with one snother and with
other clements, the sesthetic feelings which so oiocely
eorrespend Lo t!mm.i
1t seesc, on The guesiion of aesthetic Teclinzs st lesail, that the
Ldipbursh Rewiey leans more i the Lesobiaticnist slement in BSain
than the patural selentific.

If the Bgyloy inclined to valus the work of Baln sbove
that of Nerberh Spencsr, this was oot the decieion of luter Layoh-
jogioal ssstheticiuns. Sully wes egually awvere of the contribdut-
sons of Dein snd of Spencer, ard ddeplsyed ip his vritings & ny
grester interest in fpencer. Idkeuwlse, 28 mentione’ elsevhere,
Gpant Allen considered his work ss mn extenpion of Spemcer’s.

was fizet published in 18353,

Witk ths appesrance of thls wér'ﬁs ue bave the firet eajor ineurslion
of bloiogy into the fleld of nesthetle enguiry in ppyshology and
of peyohology in gemeral. Riologlesl seizugg, for Spmeei', ag it
was %o do for all serious sclemiific thinkers Crom the 1870%s

apwerd, presupposed the principle of evolution, On this prineciple

( I fbiﬁi;; Da %2!
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his entire "Synthetic Fhilosophy” was tc be founded, The funda-
nental approaeh te the synthesis of the “lmowslle" was %o trace
the origin of forme out of formless matler. Trett explains the
ralation of this to peychologiosl enquiry os follous.
The gulding prineiple af {he treatument ls the ldes of &
eontimial adjustmant betwesen ihe different parts of the
wiiverse. This iden, at the polat which touches psychelogy,
ig expressed in the Jefinition of life as 'the contimuous
edjuatment of iaternsl rolations te externel relationms.’
PBlology is the secicnoe of life in goneral; the sclensce of
conscloue 1ife or peychology trsats in the seme way the pro-
cessas throush which the conscicus orgeniss maintaing itself
in relstion to its anwrimnment.1 '
in the antdire system of "Synthetle Philosoriy,” peychology steeod
widuay beivenn biology =né soclology. Indeed Spsmeer's thought
can only be vnderstood ms pard of & vest intellectual elruciure
by whkieck he hoped to retionsiliss ond aystensiise the phenomeoa of

the entire universe., In 2 o he axpounds hie funds—

neabsl svolntionsyy principle. His sourcer for ihis were ulilmately

yor Beer's developmental law, Lyell's ¥riue
»

#111's Lol

oo is Gearnshey says, Spencer wes nol z selsniist; tut
2y wew obsecesd by cevrisin solendific ideca.” iz effort woe all
directed mot at investipatien of ghenomensz, tul st constructing &

gyeten of thought, uwulounded on extensive resding or resezrch, o

gy, 6de Be Lo Pelors,

syelolony,
published in three vels, 1012-1921,)




gacount for them,

What brought Spencer's constructive processes to reat — to
e state of eguilibration; &z he would have termed it -~ was
usually a verbal formula, /is works are = succession of
magnificent abetrect verbal fermulse, such se his well-known
definition of zvolution #s "a change from an indefinite; in-
ocheront homogeneity, to a definite, ooherent, heterogeneity,
accompanying the esipation of motisn snd the integration of
metter.” What these formulsc mean is sometime: s puzsie.
tin afferent nerve commnisates 2 vave of lsowerle trans-
formetion to the vasicle at its inner end,” “Ideas arise
when compound co-crdination passes inte doubly compound
so-ordination.,” But they appeared to seatisfy that streak

in Spencer which he deacribed ss "s dash of ike &rtiat.”1

What Spencer 2id in pruetice was, lurgely, to edopt the issociation-
3st peychology. "is best contribution to genersl sayeheological
thoughit was probably his notfon thsi the nind swolves, Tor susmple,
we gse frow his Flrgi Friveizles how the svelutionary principle ean
be spplled 4o the develepment of the mind,

Te show zetisfactorily bow sisles of ccusclousnesz,
originally honogencous, becone heteraguamus through
Aifferences in ths changes wrought by 4iffevent forces,
would reguire us cerofully to troce out the orgsnisation
of e¢arly usxperlencez. Were thls done 1%t wowld become
menifeat that the development of i.ntelligsnee, is; under
ene of ita chiel awmcta, o rssclving of the once confused
aggregate of objects kuowm, inte an sggregetc vhich unites
extreme hotorogeneity avong lte multiplied groupe, with
complote homozenelily emong the mwbem of cach group.,

Fwslntion, of ccurse, implies "the continuous redistributien of

matter and motion," and in Siscussing the evolution of mind

s Cpe cibe; Pe P
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throughout the whole scale of sentient beings, reference to their
phiysiological espects is unsvoldoble, Here we cen see an exsmple
of the links that Spencer vas carefully forging to weld topsther
the blologicel and peychological elements in his massive phile-
sophical symthesis, e thinks thet “Paychelogy is not demarcated
from Biology by & sharp line," and frequomtly refers back in the
course of his exposition to the basic evelutionery principle just
nentlioned.

4 grester rute of molecular chunge ensbles 8 smaller nervous
gystem to generate an smount of motion equal to a larger one,
The higher blocd-heat of Birds ploces their reletively smaller
nervous system on a par with that of mamuals.

The reasons for first looking st paychological phunomsna
from thia spperently strange physiological point of view, and
for disclosing the universslity of the relation between the
degree of nervous evolution and the quantity and heterogeneity
of the produced motion, is, that we ave primerily cuncernsd
with paychological phenomens &s phenowens of Evolution; ss
incidents in the contimmous redistribution of natter and
m&ﬂﬂo-'

Ae he later mute it, fundementally, "The probles is to iuterpret
mental evolution inm the terms of redistribution of Mstter and

tHotion.”

In sosthetios, the idoe of development (with reference

to the roce), and his linking of eesthetic feelings to physiologiosl

states (with reforence to the individusl), were talen up by lster

psychologicsl sestheticians. [ie discussion of the sosthstios of

form, 1like Bain's, ie slight, end he is chlefly remembered for his

1, 03)0 citq, Pe 186.
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use »f the "play" theory, which was of course, nct originel with
him. Tven this is perfunctorily expressed and Cpencer scknowledzes
thet it Jdoez ne more than provide & sketeh upon which the psychology
el accthoties may be developed.

cwra@sthetic sxeltenent ie one arising vhen there 1s an
exerclse of certain faeslties for its cun sake, apart from
ulterior benefite; so, ir thome cusey we see thel the
econcepiion of Yeanty is distinguished from the conception
of geod In this, that 1t vefers nol to ende %o be echieved
but to activitiea incldental ie the pursuit of enda. In

the conceplion of anything s2 good or right, and in the
correlative sentinent, conscicusnese is cocupied with ree
rresentations end re-representations, distinet or vague,

of happiness, special or genersl, that will he furthered;
tut in the conception of = thing =8 fine, o6 2dmirsble, as
benatiful, as grand, coneclousnese i3 not ccaupled, Als-
tinetly or vagnely, with ulticete civentage, but ig cecupied
with the thing itself as & direct source »f pleasurc. Though
in wany cuges this pleasuroble consedousness bee originelly
groum out of the representations of benefits to be gained,
yat it has come %o be a plessurzble conselousness in the
asbject or ant spart from anything beyond; an’ in so doing
hee passed inte the clase of feelings which includes i the
one extrene the sportive sctivities and at the other extrome
the seathetie gentinments oy

Uoneerning fori, Spencer Tollows recedved opinion. Vleesure in
curved forms is due to the "uneiralned action of the oenisr wuscles.?
i&ﬁlwly, the canse of the plessure we take in the percepiion of
wore conplex forme has e physiolegical source. Museh depends on the
eondition of the nervous syrben:

When we ripe frow cluple sencetions @ cosbinsiions of thenm,

of kinls ihnt awnken idess and feslings of besuty, we may, 1
think, dizcern the ssane general arnd speclsl truths. 7he

1» The Pripeiples of Paychelogy, Vol. IX, p. 635,




primitive scurce of acgthelle plessure, is that choracter

in the combinstion which makes 1%t such 25 (o exsroise the
facultles affccted in ihe most complets ways, with the fewest
dravbacks from excess of exercise. Jolned to this comes...a
gecondary source of plessure == the diffusion of & normal
stimlus in large amount, awaking e glow of agreeable fesling,
faint and undefinable, And...a third source of pleasure ig
the pertial rovivel by this diacharge of the wvarious special
gratificaticns connectod in sxperiencs with gosbinations of
the kind presentod....beuntiful arrsngenents of forms, sre
those which effectually exzerelse the largest nusbers of the
structural clements concerned in perseption, while over-taxing
the fewsat of {:l&fgma1

Daty, e wilk Bain, the Jdes of associutlon is zliso pressed inte
pervice cnoe Hors,

Parsgons heving ligures thnt satisfy the zesthetic veguive-
monie, sre more froguently than not, connected in ecxperience
with zgreeabls vseolleciions. Jo, oo, are the fine shapes
of arte-products - arghitectural, plastie, plotorlal: the
oecesions on which these have bean conteaplated have mostly
boan ocoasions of heppinese, soclsl or other, 7This 18 2
resson why assthetie pleasure derived from form, though not
great in the uncultured, becomes relatively voluminous in the
caltured, by wealth of aasociation, UWiher [row single forms
we pags to ocoaplex wuobinetions of them with ecolours, and
lights, and shades, as for inptance in lapdscepe, this ine
direct source of assthetie grotification booomss Cistinguishe
able ss a lsrge one. The connexion between perception of a
grand view and the smlitltudinous ggresable feslings brought
by {reedow and velaxaiinn, mostly exporlenced at the ceme
time, is too clear to permit doubt that s sunslderable part
of the delight glven; 1s cuused by thils partdsl revival of
meny past joys -~ some withip individual experience, und

soue deeper thon individusi expartienw.;,

More than morely the individusl's own peeulizr trains of theught

and emotionzl resolions ere aroused by sestiietic experience. As

T Upe ciley o 632, 639,
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suggestad in the passage nbove, this also Lringe to the fore some
of the desper, but by nov vague "combinations of shates® uhieh
emerged in the race in primitive Ylmes, vhen the plessures of ife
vere experienced wore exclysively in close contact with nateral
objects, Spencer is & firm believer in progress in the sphevs of
gesthetic experience and aotivity, and thinks ihs will contime
tc be brouzht shout by the principle for the implementation of
whidéh bis work wag later to be rejectcd -- that of the Iinheritance
of sequired charecters.

The rejection of Spencer's views by the Ddinbursh Reviey
waBy on the whele, regretful and polite. ¥ith veserd %o Darvin's

tuo worke in evolutionary psyoholesy, The Deseont of ¥em 1871, and

) Ardmeate, 1972, the tone
changed to one of bitter recrimipsiion. DNapul nts vethedn 4n
oollecting dote were braedsd "acephalous™ =nd his idess viterly
rejected, The notien thel map was & deseandant o the lower snimels
in both hlg ghysiesl snd mental stiribudes was foc radiass]l and undige
aified - top degrading of the sanctity of humanity «- Tor the wone

gervative reviewsry. Zir Charles Dell's sarlier werk, Ihg Anatomy

ous which was s8111 ewrrent in & revieod
ropeint, was held up for comperison and leuded zc the poler cpposite
of Darwin's rveckless Mesregard Ffor 21l treditionel belief, Taoruin
aonfined himeelf to cbservetion of lnwmen and zuimal appearances and
regarded sapression er the arganie aspect of ervition, an acquired
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habit of an ergandem, where Bell had taken elmost the reverse line
af spproach, inclnding the vorks of the anclent saulptors in lig
congeption of anture, and considering the organic element as sub-
gerving the end of expressicn secording to a benevolently conceived
deaign on the part of the ereater, He had, 1n thie, a great deal
in gommon with both RBegnolde and Aligen. The sgitation of the

revievers consequent on their porusal of Darwin's work may be

gauged by these pamseges Trom the review of The Deggont of Men.

aver, Voruln Jdoes not eonfire Wis argument %o the origin of
mon's body from pre-existent forms; he ventures to cavry it
inte the veglon =f mind, wrd o account for gpants spirttus)
powors by & process of natural selection frow rudiments in

the lover animale, It ig infcel impoesidle fo zver-astinsie
the magnitude of the ieme., If sur humenlty he merely the
natural profuet of the modified faculties »f brutes, most
earneat-ninded men will be compelled to give up those notives
by whieh they havs attespied to 1ive nobls and virtuwous lives,
as founded on a mistake; our morel sense will furp cut io be
o mere devsloped inetinet, idertloal iz kind with those of
anta or beesy and the revelatlon of God to ws; and the hope
of » Tuturs 1ife, pleasursble dapiresms invented for the good
of soolety. If these views be true; &« revolution in thought
ie Trepinent, whick will shake socdety %o ite very foundations
by Jestroying the sanctity of the consclence and the religlous
sease; for sooner or later thoy must [ind eupression in men's
ives.erolie will not hore anticipats the conolusion of cur own
ergument;y bul we must obeerve sl cleriing, thet Y. Demvin
appears te us 4o be not more remarkoble for the acuteness and
ingemity of bis povers of chaervaiion of natweel phasomens,
than he 1s for the wvant of logleal pover end cound reasening
on philnsophical questionte...

Hever, porhapg, in the history of philosephy, have such wide
generalieations boen derived from such & small basis of fsct,
lir, Dorwints theory of the grouth of the moral sense ond of the
intellectnal faoulty is unsupported Ly any preef; and the very
oorner~stone of the hypethesis, that the humep mind is iden-
tfeal in kind with that of the bruteg, is = mere assumpiion
opposed alike %o experience emd philosophy., The view of sexual
salection i grestly ewaggarated, end sltogether inalemqate to
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explain the differences between the sexes., In & word, MNp,
Dsrwin has chopen ithis cruolal fest of the truth of netural
selection, end it has broken down 2t every polnt where it

The eappearance of Ty

provaked ¢ far more solemn and 2 heughtler rsjection, In this
review oven Bain's metheds ave lubelled "vielous.”

¥re larvin has added another volume of emusing storien and
grotesque illustrations to the remeckeble zeries of works
alreedy deveted to the exposition and defence of the evolub-
nary hypothesis. Tew, however, ezeept falthful Jdisciples
will regard ikis new work es contributing much efthor to the
author's fape, the sclentific traatment of expression, or the
support of the general theory. or curselves, we must confess
to hoving risen from its porusal with ¢ foeling of the pro-
feunidost desppointment....ln his sesl for hde favourite theory,
Hye Darwip seemg to regerd the nobler snd more distingulshing
amen amotions witk o wurious kind of jeslousy, as though they
had ne right io sclentific recoguition. He Awells =t large
mﬂy on the lower snd more aninmal sspeots and elements of
enstion, and seens &b times almost wwillisg o aduit thet
en exprescion is humen at all, unless he cen verify ite exist-
enge in soae of the lower arimals. s onc-azided devotlon to
an B priorl scheme of interprotation geems thus stesdily
Sending to impadr the sathor's hitherte uarivalled powers as
en a’bserver.z

fat desyite these umfavoursble opinlone, Darwin’s views, like
Spenoer's, wers undeniably not only ropular, but sugpestive te
later poyohologienl sestheticlens. In fact, Uorwin's views endured
the test of Ume far beltler tham these of Sir Uharles Dell.

One of the nmust considerchle of the Plpures who vers
subsequently to tale up the natuvsl sclentific approsch io the

s Ope aits, Yol Wm, snly 159?1, Ppe 1954 , 235,
2 ﬁg:. Qita, Yol. QXRWII' ‘%fﬁﬁ"ﬁ;l 13?39 Peo 5&}2-
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poycholegy of aestheties was Jemes Sully. &ully wes particularly
auare of the newesl develorments in physiology, especlally the
phyeiology ©f sensation, and atudied under Totse, Helmbelts and

du Beis-feymend, Since ke had & very strong interest in wast e,
Helsholtz's researches into the physfologicel aspecte of muditory
sensation were of great interest te him, Bub he was aware ac less
of the contribution io the peyochology of sesthetics of his sun
evolutionary-minded countrynen, Darwin ond Spemcer, and the vhole
of his writings on poyehology is corried cut within the framework
of ovolutiopien., Wowever, avert from these preccoupetions, Jully's
paychology was, 55 NHearnsbaw notes; "esrentiully of an orthodox
Britdeh tyue." fut although theve wap on clemsent of fssoelationise
in Sully's thought, like Hein, he held the mind 4o bs cagaged Jov
most of ite functions, in constructive activity as well ae passive
sheorption,

in his first book, 3

aitdon, Selly disge
cusses the relevenee of the evolutionary hypothesis to poychological
studlos. %o is enzious o ovnid metephysieal discupsion in paychoe
logy end this iz apperent fyum some of his opeming remarks on the
rolationship of the developmental way ef thinlkdeg %o paycholegy.
The common ground on which the two can meet is to be thal of mater-
1alistic ssienoce.

It ie in its scieniific aspeot that paythology presents itself

to the evolntionist, For hie doctrine is guite independent of
the motaphysical question of Tdealiem and fexlism, being &
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phiiomophy of the universe, the highest formulation of our
obisetive knowledge. It affirms ibe cuzistence of a certain
order in the wmenifentation of m:terial shenmomena, and it moy
attach mental phenomena to this order by mesns of the wital
1ink that bholde Yogether mind snd bmﬁy.?
Aithough edmitting ihe vulve of such sn approach, he is coutious
to the point of detrast of the contrilutions mede by Narwin and
Spenoer to the study of psychelsgy. These he dlscusses further in
hia subsequent essay "Wew Theorles of BEmoiiomsl iﬁlﬁw@@ian.“g tie
is of the epindon, for exemple, that by essuming cerisin mentel
facuitice o exist Mm and asoribing their presence to inherited
memorics of the past cxperience of the ruce, Spencer and Dswuln have

thrown 11ttle zetnal Jight on ithe mature of those faoulties. Tt

wonld be safer o approsch nental phenomena firet from the polnt of
view of individmal experience, ond only when the pesslibilities thus
opened up sre eubausted, should the evolntionary hypothoeie be
bronght into pizy. In e later essay in [ind, "irk snd Pepdnleogy,®
however, Sully eiopis & more liberel sttitude %o the question of

whet svolutioniss moy contribute to psycholegical seatheties.

1 we interpred psychology as including the theory of mental
avolution, it may assist us in determining the grester and
the less, the superior end the inferior; among artistic
resclts, Up to o cerdaln point indesd collected subjeative
raflection may srrive at such quantitative determinations,

1. "he Jelatlion of the
“aydmlow," As i
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end tils consensus of judgment muy be corroborated Ly the
consideration of objwotive conditions of degree in pleasurc,
But beyond this the peychology of evolution supplies us with
& method of comparing different kinds of aesthetlic gratificat-
ion, 28 well as their accompanying artistic forms, which is
epplicable in cases vhere the agresment of individual fudgment
ig lesy dlslinet....the very princdple of evelution implics a
grouth and 80 an expansion of faoulty, that the aesthetic
faculty oonforme %o tho same lewe of growth as the rationsl
or the moral, ond that by fiading an expreszion for the
precige lew of tidis prowth we mey arrive at & standerd of
value in srtistic ijudgment. 2 complete rationale of the
‘process of sesthetio sulture as seen ln the individual and

in the rage would furnish ns with definite aesthetic prin-
ciples, Ly the belp of which as much quaniltative detemin-
ation might probsbly te attained as com resscnsbly be looked
for in a moral sclencs, and as mych as would suffice for most
sractical Purposes.,

iile secepbance of the contributions of physiology to the
study of peydhology is wuch less cualified then his eserlier attitude
to owolutlonien. In his epsay "The Fmsisz of Musleal Zaznsetlicn” he
sdopts Velmholte's physiclogleal approach whnleheartedly, meking
the physiclogical investigniion of feeling the basie of his Pheory
of mical‘ form, vhich nhe claborates in the essays following. He
takes the vtand thei the pereeption of harmcny is ss direct an
intuition as thot of weledy: "the feeling of hormeny is o émei%w%
of & parcaption ur comparison of the sepurate notes, Lot arises in
eonsciousneas jusht se Jireotly end unacoountebly se the peculiar
effoot of tone itself,.® 5 He Tolicus up with e cummary of the
physies of sound, then s desoription of the physiologloeal process

'%. "zgpg eit‘,q’ VOEﬁ 19 ﬁ&m&ﬂﬁr ?376, E:'. 4!?8‘
- @Eﬁq Gﬁ.to, Lo ‘i%.
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involved in sural perception, and srrives at the position that the
pleasing effect of tene;, asg contrasted with mere nolve, sriges
from the even regularity of the sequent mslecular movements of
g nervons fibre, The Jelight of hermony end of meledy is con-
nected wvith & simple veriation in the mode of this reguler
sequence in two or more fibres, the molecilar vwibrations in
each fidre acted upon being contizwsus =nd equal, but verying
in their checlute rapidity In o simple mumerical ratio;,‘
He resiises thet this iz <till sn incomplete axisnstion sf the
process of the pleasurable g;{amégﬁ;ﬁon of wisic, tut suggests cofe
peretive stndies which might be earried cut to define the pleasmur-
zhle ¢lesent in the process of nervous excitetion deseribed aboves
The remsinder of the pesay bhe devobes to further fnvesidgotion of
magieel phenowsne, such as the snelysis of the nervous reactlions to
slnple fore spd to harmeny, =long the lirven suggested by the passege
clted sbove, using Velshelts se his peide. The technicolitles of
this, though interesting, are irrelevant here.

e bl noxt essay, which Splly says followz on from the
preceding ove, slthough the lirksge io pot wade spparent, he inves-
tigates the sitructure of mueic, usging a simple foraal amalysie of
time, molody and hermeny, based en the ol¥ clesplexd notion of unity
in variety, syuzetey, and so on, The essay, in faet, is 2 diseraete
entity ~- an attadh on the subjoct of music fron the totally 35 ffer-
ent angle of formal analysis. ’lisie, he thinks, hes developed by
the “gradusl expension of musiesl form." Hithin the imdividual
vork, form may be elther symmetrical or progressives Using various

1« Ibid., pp. 169-17C.



examples, he then offers sn anslysis of the effects of different
species of iisme, proceeding from the simple to the more complex,
Only slight susicel lmowledge ~~ & mere acqgusinience with rudiments ~
ie necesssyy for e gresp »f Sully's ides. ile seems to be addressing
the laywan raiher then the musielan, but one wonders if sven the
senperatively uninforaed have much to gain from a perusal for ita
ouwn seke of Sully's rather gretuitous demonstratlon of the presence
of ordier i smsical works., Yowever, this exposition, which is
follouwsd by similar cnes of meledy and harmony, is sbviously lnione
ded ac the sewnd step in what alwe at befng o5 total en sceount ef
wusiecal experience as possible. The title of Zuily's book suggests
that ko wae sware that bisz phyeiclogliesl siundies and his sesthelle
gtudes wended Yo persist ae sepsroie entltiep rather then to forw
en orzanic whole, bubt it must beo remeubered thet sclentific sesthe-
tios wae a¢ yeb in ite esrlisct otages. Bully's book, given the
rgverence for fermal study of ites doy, would sc doubt have provided
culbe stimuleting resding for its contemporsry eudiemes. Sully
completes bls enguiry into muwiosl form by dewcustrating the syn-
thesis of the simple unite of time, molody, and hurbeny, wbleh he
hag shoun o be itefindamcatale, into lerger themetle units and
fin0lly 4nto the vardous species of compositien. imong these, ke
traces & developwental order from the esxrliest attenmpis si musical
cospositicn %6 the lneressingly complex achievenmenmts of later times.
His next sseey "On the Nature and Tdmlts of Magleal



Sypression,” ig an attempt %o chow how the form he has just explored
in related % expressien, Tn peiniing out and spalysing the wugte
fonal offeet of mesle, he meniions physiclegies) findings concerning
the pervous gystem and refers to the evolution of musical forw %o
subgtrntiste his vieus of the nature of wuotional response to musle,
findinz some rosexblance botween musical furm and spontaneous vooel
expreasion. He finds three kinds of "representative character" in
masd e

Mreet of all, by the simplest process of assoclation, musiocal
tones seem o tLypify vooal zetlon itself, viewed es a conscious
rley of msmuler energy. Secondly, by & further procosc, they
vevive and render more or loss dlstinetly recognizable %o
erpseicvanesz, vurietios of anotlonsl sgliallon, sudh a5
usinlly vent themaslves in 1lke vooal sounds, inelly, by a
#3111 longer operation of thought, theme re-syekened feslings
are projected in favey bahind the musiocel tones, se thut thene
gnera to be the witeranses of zpother soul stirred o wnctionsl
memmt.ﬂ

Sully thon ralntes itheee three funeotiens $o the various forme analysed
in the preceding essey, and ¢owes, substantielly, to the esnciusion
reached more recently by Sugemne langer.

So far ao the clenents of music cun dlstinetly pourtray [nie]
these varletics of emption, its complicated struotures ave
sble %o reprosent the varying phases of our ipner life. The
currsnis of cvotion which help o i1l up the river of sur
d23ily conscicustess are highly verious in colour and in foree,
evd as thoy mingle thelr individual forms diseppesy in the
whole volume of thls consciousness., Even when a powerful
foeling seems for the time Jdominant, cther chades of ieeling
appenr in the dim background of the mind. &nd in ordinary
enotional conditions pulsation follows pulsstion in swiftest
fiight and in the most variegated play of light snd shade.

Ts Ope cite, jpe 20829,
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Now music is capable of fointly shadowing forth these azpects

of our emotionel emmx@imoeﬁ
Teken together, then, the three essays, though lightly enough iinked,
de provide es e@m@rahénsiw =i aceount as was possible of the nature
and effects of form in musie. Jn bis final essuy, "On the loseibility
of o Selence of ienthetios,” “ully shows thot he reulises that muoch
is yet to be done, Stientific sesthetics, be obviously thinks, is
1o be identified with formal sesthetios and mmst be bosged on anthro-
pology and peyeholesgy, and the vemorts below show that physiologioeal
ghady iz alse %o be inaluded, Investigntion must show how

the plessures of pereeption first ariss, how it f8 thot pro-

sortlon, unity, snd a1l thet iz inoluded under bouuty of form

bas come to be 8o prominent sun ingretiont An aesthetie jmpresse

ton, 1s one of the mont intorscting points in the salence,

vhich pospibly simite of no defindte eolution gxeept in

aopnaction with 5 etude af cothor dovelomsents of the humen

!&@de!::
Zally wesn 2 srolifie writer, produaing a number of essays snd hocks,
and sesthoties was ong of bis strongest intereats. However, the
ccgence of his idens appesrs in the evmmiration of his firet beek

cffared ahove. Uis eossay "Floasure of Vismusl Porm® 3 spd Win digw

cussion of sesthetic nlessure in Ontlives of Fevehalsov, 4 for
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example, were essentially roworkinge with referemnce to visual
vhepomene of the seme fmdswentala ae just dazeribed, Throughout
s work, the srecccupatior vith formel elements i smost marked.

In the wert af the psychologiesl nesthelieian, Grant illenm,
we have = mich mare resdy aseepisnee of the visug of Spencer and
Namsin. Ao shown cerlier, Allen sémired Spencar's work snd considered
hig evm an elshorzdien of principles suggested by Spencer. Mle aims,
nmnalosous, he says, %o Darwin's, ars

40 ghow the memer=l roletlon of pleasure ap? pain %o our
organism and ito circumstances;...to prove that our axisting
likes znd Jislikeoe in seatietic meiters ars the necesssry
repsult of matural seleeﬁom"i
He adouts the “pisy” theory and the term "aectho-physiclogy” from
Spemeer, and trice te ghow that the acathelle feelinmm ere "esnstont
subjective comnterpuris of certein definite norvous states.” ¥e 1o
sndebted also to Bsin, Helwholtz snd veriese others. Tis use of
these sources irn giving & physio-psychelogieal aeemm.t of the
experience of perceiwing form hes been hriefly mnestioned esrller,
und ealls for no vepekition hers, Compered with @ully's, with
which 1t was roughly eontenporary, his worlk was much slighter,
fe secned reody to adopd what the serlisr evolutioniste znd the
continental geionticts eould offer, end econtributed very little of
any depth and originality te the psychologfesl aspect of formal

aesthotics.

1. thesicioglenl testhoties, p. vii,.
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A meh deeper and more comprehensive thinker, snd one far
more widelv pesd 4n the peyehalogy of mextheties and in seclence
generally ves Vernon Lee. In 2Ssmuesing the eurrent sinte of
cecthetion, Yoo shove she is cvars of the way inm whioh eontribintions
fogm vorione Mo1da of piudy ere 90 be co-ordicnied inte o new, more
scionti®e, less philmnephical appronch io sesthetie problers.

These unconnecis? ntodies, s vneencelovsly converging in
the nev celence of sosthetica, ors themselves rsgent and
imssture, They ers, respectively, the sclence of mind which,
under the name of psycholozy, has cnly lately dotached itself
from seneral philosophy; aon? the various selenoos desling
with the comparison, the ordigin and the avelntion of artistic
form, sod which ove 941l Jependert on ethnography and
anthropelogy on the one hend, on archasclogy snd whet is
ealled commeipecuvehin an the mt!z@r.%
Her oun use of these siudies, and of the avarenmess of mbjective
sayeho-phivoiolozionl ressonses have been referred 4o in previons
ghepters, Her sosthotics, »e sho sayn, Aro "those of the gallery
el the studie, not of the lshorsterv.” "t this dose not mesp
ot her methods srve unsclentific ~ cuite the reverse, Although
ghe rojected the work of the cerlier evelutfonary peyehelogl
scotheticiens as inadocuste, hor o methods weps, se she declarad,
thone »f the ewalntionizt, Her rrocedure, 1ike Fry's, later, wee
to stuly the vork of ort in ite natural enwvirerment, te declde under
whet corditions 4t carried out itz finmetion of gtimlating the

senthotlc senpibilitiec, She was conesymed, liks =1l the evolutionary

1. “anthropoworphie Losthetion,” aps ity po 2



aoatheticians, to dlscover vhat was the place of art in the totality
of the 1ifs precess both of the individusl and of the race, us will
be seon from referance bask 3o nrevisue ohaprerz, and from this
excerpt from her gellery diaricss “he is herc concerned with

23 i) or smpathy,

investigating the phenomens sssociated wiih

Hers is chove all on sesthetics of fors,

April 17, s Maseum, "7 em beginning o muspect that we
sheuld give b ttle importance o the mimine, vwhere it
reclly exists, of the gecture of s status, T mean of its
humen, actual gesture as distinguished from the movement of
11000, .. Thore seoms no reagor why perception of form, 1,e. of
se, should be in auy way connectod ulth owr oun
gestire. ... an now looking st o Musg of Tracede, one leg
ralgsed and the other boaring the velght of the figure, But
in reality vhat the lipse are Joing 1z s combinetion hotucen
the outline of a nonntoin group end the mase of & fimted

Ap this pessape shows, she wes contimally teciing her hypothesis

egainet the fecte of hor oun subjective assthetic responses in the
hope of bringing seme kind of classificatory order io assthetie
feeling and of thus refining her ideas of i1te nature. The procese

ar "fesling curseives inte,” which results in the

pareeption of oither beanty or ugiinesa, is explained as follous.

s eoiodorn poycholosy.o hns inclined to tesch us thet o revival
in memory $s a repetition, however muech Llurred and weskened,

of o past procoss....when ve interpret the forms of architecture
in the torms of cur own muscular pressures »nd strains, of

our own Yolitional yleldinz end resistance, and of thoame
conbinations thereof which we deaignate as ghethm; we ore in
both cases, hovever seemingly differant, produeing in curselves

38 Da 250
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that partioulsr dycenical ewperience which we attribute...te
the form “into whieh ve have felt curnelves."...taat revival,
according to its degree of vividness, ie subject s the seme
accompaniment of satisfaction or disestisfaction as the
original experience, So, when this attribution of our mudes
of life to visible shapss and this vevival of past exverience
s such as ic be fsvoursble to cur existenmce uni in so far
pleasursble, ve woloome the form thus animated by oursecives
as "bemutifuly® and when all these processes of citridbution
an} revivel of cur dynamic experiences sve, on the contrary,
unfavoursble to us we zvold that form as ‘f*:szg].;y,ﬁ’ﬁ1
Although Lee, in formmlating this vigw, tased her orinions
originelly on the Lauge-Jomes bhypothesis that Ledlly changes vere
part of & feeling, vot en alter-effect of 1Y, her later swsrenese
of the work of iippe, (& "new Derwin®) mad Farl Groos, cansed her
to seknowisdpe thut this uas erropoous. She had originelly thought
thet the feelings uscmmected with verious muscular sirvaine, cheuges
0f squilibriue, spd reeplrstory wod clresiatory chenges, vere pord
of zesthebie omotion, verying with ihe contemplation of Jifferent
forme snd "agvessble or dlcepressble sceopding ee these clonges
were oy were nob leveursble o 1ife us & wbele.” fbe wes to reject
ihis in fevour of the view et Loddiy seasations wers 2 concequence
vother than a part of the susthetic fecling. Dut in any suse, 1
tdes of sesihictic expathy con Le used %o acvouni for the ssscciaiien
of beeniy with order, poouness, heaith, "sad move wmplele life,”
and ugliness with “everyihing by which the 1ife of body and acul ise

Mluiniched mydl Jeopsrdised.”  Her saedyiic and formalist nethod

perbepe pevepts the conclusion thab Wiere lg, In astualliy, no such

L3 # 7
e Ty ‘?ﬁtn- Ty M.
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thing aa the beautiful, only individual beeutiful forms.

sesthie aosthetic phenomenon fa individusl, end varies with
every single individual formy and, since it consists inm the
attrivution of sn individual and verying cewplexus of dynamie
{and perhepe organic) conditions, it must always, in real
experiense, bear the character of the individusl form by
whick 1t is. ellclited, There iz, iz rezlity, uo sueh thing
ac "the Pesetiful.® There ars only sepavste and different
beautiful fomw

Edafiblune also sccounts for ibe artist’s selectior of form in the
cvoetive process, sinoe he can enly select frop emong forms that
hie euddence is fendlier with end fully sble to cupathiee with,
Art is bound by material considerations =- oven Ly the struggle
for purvival.

eeolhie art of cay tine or couniry ves the comuop property of
all ihe men thersof, slnmply becsusge the creftsren hed the
habit ot mersly of those generel relotions of preportion and
dimeneion whose Sgeaiby (Ginflhlusg) 1s apreecsble o the
porsal buman balng, but aleo of those more special foraue inte
W iferent places ond perieds have boen wont
%o project, by vesthctic sympeihy, ihe wodse of eeting and
villing meot fovourshle to their well-btelng..

inskincle

Evolutional speculation smay indeed add thet thde
harmonious vitalising of the soul, this rhythmlesl co-
eperaticn of so wany kinds of feeling apd dedng, ihia
sympethising projection of man's wodes into nature's f{orma,
and this repereussion of neture's Jemcled stleibules in wen's
own 1life, hiave answered pome utility by unifylng consciousness
ani rhythedcally holshtenlng vitelity. 4nd, in the Iight of

i » Tbﬁi.s I;_' J»e ”

-~
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thess thoories, the irresistible instinet will be justified,

by which ell times and pecples, despite the doubts of philose-

phers zad the soruples of saceties, have invarisbly enployed

art ss the expression of religion and bLowed before beauly oo

a visible manifestation of the é‘iivimo.g

Ryiefly, then, by the use of physio-usysholesical chserve

ation en? the swolutionmry hypothesis, a&s shown alse earlier, ies
sttenpts to secount for and juetify all the phenomenn of nesthetic
experience snd even o suggest a resson uhy the zesthetic nrepeet
of religlous experience should have groved of sueh onduping servioes
to humanity, ¥ith ihe work of Vernon Lee we reach the fullest
develomment of the evoluticrary view snd the farihermost point from
the religlous-philosophiecal axzlanatien of poychologleal states
connoeted uith the peresntion of form that marbed the carly thought
of the contury, Yetaphysiesl speenlation and the reference of

ghenomens Yo sxbitrarily estshlished classifiestion are almost

totnlly sscheved in fovour of the inductlve methed,

: ha X
1 » & {5;3,“‘ ] F

Dpe =33

o]
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Throughout the foregoing Jiscussion 1% has asppeared thet,
in the pinetecnth century, sestbeiic thought sbout fore wes closely
reloted to contemperary interests in the blologiesl scienoss. s
attitudes o the world of naiure changed ir the latter, co tuo,
wore approachen e the preblem of form wodilled in the formor, Ve
alght sey thut there is disesrnible, in the period, o shlft from
the why of form o the how - fros the 11lustration of the dogma
of divine benevolencs which wes & primery Tactor in stimelsiing &
profeund interest in the definition of the formel eriteric of
specles, to the stady of form se it DPanctloned in the life-process
as sn oud in iiaell.

The early alveteenth sentury inkerited from 1ts glhteonthe
cantuary predecossors ln sclence, phlicsophy, snd rellgien, » WOl
pheture wideh differed grestly {zom thet revesled %o poet-loryiniens,

Esely on, the acespied world-pleture vas essenlislly thel of Tuleylem,

with 1ts ehsolutist view of o stetlc, mechunietic universs dlvisely
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ereated and pre-ordered, Natural science, under thie view, could
hope %o d¢ little moere than exheust ihe popsibilities of collection
and classifiestion., The menner of creation was chove questiong the
eim was to sssemble and descoribe in eccurate detall the wonderful
exsnples of God's irvenilveness end to refer these to & pre-
esteblished orderly fremevery lased ultimetely, though with constant
attempts ot modernising, or the concept of earlier scientific thinkers
1ike !innesus ond Borwet -~ the (reat Chaln of Ueing. This view of
the universe was aot, of eourse, new in phllosephy. It had been a
gtaple of scientific thought amony the anclentn. Complenentary to
these views cnd attitudss in sclience were the classicsl essthelie
theoriee of lmltetion snd of pelursl hermocny sl proportion. What
happened ic the eselbelic thought in the cerly nineteenth: century
regerding form, then, wes slaoply an exicnelon of iime~hgnovure! ways
of thinking. These, & hoe been ghoun, endured will the nid-cautury
and beyeud, under the influcnce of svnservetive thinkers like Fuslkin,
Puk, &8 hes been shown, & new note was erveping ln. Hith
the growing prestige of emplriosl sclence, pniloscphifesal thought
was inovitably affected, and the new brench of philesophy known as
sesthetics vas no sxcepilen to this. Inorossingly; in the works
of asstheticians like Mecvicar, leslilake, Jlackie =nd olhers, we

Find atteupis W give grealey prozinenes o & for zeleniifie

sosuracy reganiing deialis of fomxm in the plasiic urte wnd T the

peareh for naturel peinciples oo which lo buse i golenlific sesthetioe.
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Thia followed the trend in the netersl sciences that, around the
middle of the esntury, preduced the 'parade of eyeiens,! Inlersst
4n formal criteriz in both satursl science and sesthetics was at
ite posk ¢ this time, Thet conservative scientist and enemy of
evolutionism, Buskin, is perhape the best illusiration of Lhis need
to render mscthetic thought more scientifioally respeeisble vhile
ship betyeon nature snd avé, Ruskin end Eostlske took this trewd
of thousht ce far as §% oould go. lu their atbespt to reconaile
the ¢if chealutist soothetics not only with their sharp awereness
of the ememalies vevesled to them by their minmute and informed
observation of nabture; tut vith the new and disturbing knowiedge
that the fefinition of species was ot best o conplex and hezardous
bupiness, they were not entirely umsuccessful. but it wes evident,
vith the prowine infiitretdon of relstivism, that the old veins of
thought vere larzeiy worked out, end thet it wes time to sink a
fresh shaft in diflerent tervilory.

for war it only with the ocoming of larwinian evelutionism
that thie need baosme apparent. Lo the Domanties, wordsworth and
Coleridge, 1% had been obhvicus at the turn of the cepturys The
world-viow of imiey and the selentifio thoughi essociatod with thls
vore outooded o the ninde of ithe Homontion, whome oun idess vere
based, no has been ssid, on the vitelisilc thousht of ithe less

orthodox French and fnglish soisntisis ¢f the day. Both Cojeridge
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and Wordsworth shoved themselves acutely awars of the need for an
entively fresh oubtlook on the cuestion of the ssstheties of form,
and both looke? o the new science of the day, ss they understood
1t, to furnieh a besis for this. They feund the metepbor they were
seeking — that of orgenism -~ tut, despite this, both nitinetely
remained 4ied 4o the old classlical theories of fermel aesthetles.
1t was net uniil the estsblishment of Tsrwiniem that e bresk with
the old weye of thought end an entirely new theorcilenl basis could
be achieved in the sestheiies of forz.

Mach besides the Oplgin of Specles, of course, contriluted
te the fresh comzencenment made in nesthoties., One of the greatest
factors was the onllagse of ithe 012 world-picture essoefated with
Feleyima, and the consequent crunbling of the feundation of the old
ahsolutist-oriented sesthetics thel went with it. ot with this,
end with the gredusl deocny of the vitalism that hed ensbled the
Romantlics %o effect a temporary socalition beiween science und ovt,
and by the shift witk Dervinlem frou sttempie &t devlising e set of
rigld clapsificatory prineiples %o the admission that species were
less markedly dlscrete than had formerly been thought, the ground
was clesrad for the instdtudion of relstivistic eesthelice based on
the two great achlevements in resesrch of the cenbury, These were
of cource, erganiciem and evolutionism — the ptudy of the internal
econony of the individual sud ite relations with the web of biclog-

1cal 18fe, and of the evolution of the rece, Now, for the first
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time, 1t became scientifie erthodoxy to treet the operations of
pature «c euionomous. The change this implied for mestheiics ia
apparert 1€ we recall the remarke of Roger Fry im his adtion of
Sty Joshus eyaclde's Discourses, mentioned in Chepter IV,

Aenthetd oo made use of argonielse =ze the Romsuties hed
doon, Both directly, as s metarher, ond intirectly, throuch phvalos
saychologicel stutes, YWith cvolutioniem, it followed & oiniler
conre, The metorhor of development wes epplied divectly to ori
works, to show them as parde of one aubopemons eol f~consictent
avowdh, and, sdditienally, *he peycholopleal spects of arte
cxperience were treched frem on svelntionary standpeint, In a1}
thig, formel siudtes, the major object of the mosthetie and
getantd fio cnonlzry of the coptury, were glven pre-gminsnes,

Tt o = considarakle step from fthe frmditional and
consorvative-satientific wars of thinidng in secthetlen, 22 oxen-
p1ifled by wen 1ike Puskin and Eastlake, o the rafieally slterad.
views of Vernon lee, James “nlly, feend Ailen snd Roger Fryv. Yot
the Tovrdations for this develomment were leid at the beglaning of
the contury in the thoachd of the Rementies or orgendefiem, Thvenghe
out the peried, sne we consult the worke of the more considerable
costhaticiang - with the poeeible excentfon of the leadesicianse
whe followed the Reynelds 4radition - wo are stvengly sware of
the vepenied fendenoy folnok to the natural astenticts, whother

spda. or, more vmeally, conservative, for smovers %o the




leading cuestious concerning the retionale of form in the arte and
in pature. 4nd wo fiad that the principles implemented to provide
an explanation of form in the ome are sssumed to held goed for the
cther, brisfly, in boih natural sclence and aeathetics we havs, 3
first, e formal theory designed to systematlse phemomena in = chatie,
absolutist worldd, then, = chenge to ome seeking to explain reletion-
shlp in a relativisilealliy-vlewed universe.
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