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PREFACE

The study of the great writers of the past
sometimes bringsonly stirrings of racial memories,
and pangs of nostalgia for the old days, but the
most inspiring effect comes when we succeed in es=
tablishing a communion with the spirit of the past.
In these instances, we feel a contact with the liv-
ing mind of man as he faced the problems of exige-
tence through centuries of struggle and effort.
Under the Spéll of this communication &ghe figures
of literzture step forth from the page, and become
more real than flesh and blocod. Nor is it always
the major writers of a period who best interpret
the distinguishing chareacteristics of thought of
their age. ©Some important developments of thought
heve found their best representatives in those
writers who are usually classed as minor figures.
Such was the case in the transition period between
Classicism and Romentiecism. This period lasted
almost a century, but the most representative writ-
er was probably Lord Shaftesbury, who combined in
one mind both classical and romentic tendencies.

This study purposes to evaluate the theories



of zcsthetics that were advanced by Shaftesbury,
and to trace through them the spirit of romanticisn
in his literary criticism. Tor the suggestion of

this subject, I am very grateful to Dr. L. I. BEllisan.

-

am also indebted to him for his aid in re-creating
the atmosphere of the eighteenth century, and for
helping Shaftesbury emerge from the background. I
am sure that I could never have completed my study
without his encouraging interest.

I wish to express my appreciation, also, tc
Miss Mamie Walker, whose kindly advice has helped

me over many difficult problems.
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CHAPTER (QNE
THE EIGHTEENTH CENTURY EFFORT TO FORMULATE

FIRST PRINCIPLES CF ABSTHETICS

The full effects of the stimulation to scientie
fic thought that grew out of the Baconian system of
thought, and thet was given further impetus by the
digcovery of the laws of gravitation and the theories
of the philesophers, Locke and Voltaire, during the
seventeenth century, were not felt in Lngland until
about the beginuing of the eighteenth century. Ilen
everywhere were thrilled by the intellectual achieve=
ments of the past two centuries, and it was a natural
consequence that the dominant charzcterisgtic of the

périod called"the Enlightenment® was an almost implice
it faith in the reasoning powers of man. With the enthu-
siesm natural to disciples of a new principle, the in-
tellectuals of the eighteenth century proclaimed the
supremecy of the human understanding. A4ll existing in-
sfitutions and theories were subjected to a relentless
intellectual scrutiny, and those that could not stand

an honest, rational examination were declared invalid.

It was truly The Enlightenment-----the “AufklErung"
---and reason held a higher place in men's esteem than

ever before or since. Consequently, the &ge of En-



lightment saw not only the collapse of many super-
stitions and beliefs, but also the beginnings of new
principles in govermnment, in religion eand in socilety.
Hor weés this probing for first principles and this
quest for truth limited to those fields; it was par-
ticularly noticeable in the new field of literary
criticism, in which an effort was made, not only %o
criticise the literary works of the period according
to category, but to find some means of forming a
stendard of taste, end of establishing some sort of
objective criteria to aid in determining beauty.
Foremost among these pioneers of modern aesthet-
ics was Anthony Ashley Cooper, third Zarl of Shaftes-
bury, who is generally conceded to be the most im-
portant, as well as the most plzusible, of the Deists,
whese aim was to rationalize religion. Shaftesbury's
place in philosophy was assured by his belief that
the individual possesses not only an innate sense of
beauty for outward forms but an instinct which distin-
guishes between beauty and deformity of actions and
sentimenté,and which he called, for the first time in
English Thought, "Conscience®. Iliany of his attempts to
analyze beauty were, of course, unfruitful, but never=
theless, they contributed a great deal to the youth-

ful philosophy of aesthetics., A survey of the literary



criticism of the eighteenth century will reveal the de-
velopment of many of his theories, but in order to un-
derstand their significence, it will te necessary to
zive & brief resumé of the history of aesthetics and
its problems.

The philosophy of esesthetics, although inseparable
from the mein body of philosophy, did not begin to re=-
ceive much attention from speculative thinkers until
about the beginning of the eighteenth century. To be
sure, the Ancients had developed a very fine art, but
their interest was practical, centering on methods of
artistic instruction, rather than or the nature of
beauty itself. ®Such small contributions as were made
were submerged in the larger interests of ancient
philosophy, and although Graeco-Roman judgment of art
was sure and true, the lack of a subjective feeling
in the main body of classical philosophy hindered the
development of & theory of ert.

But even Christianity, with its emphasis on the
subjective, its stress on the internzl znd its interest
in the préblems of the soul, failed to develop any
theories of the beautiful, or of the imagination.

This was partly due to the predominating spirit of

Asceticism during the earlier centuries of Christianity,



and partly to the objectivistic influence of ancient
philosophy. It was not until the Renaissance theat

any great interest was taken in the problems of aesthet-
ics, and even then, the theories and the solution of
problems were taken almost in their entirety from the
Naturalistic philosophies of the éncients.

These empirical views and theories of art, which were
not 2ll discarded until after the Enlightment, included
& belief in the existence of a positive stendard of art.
Doth Christian and Pegan philosophies included a belief
in the existence of an absolute truth, though, to be
sure, their theories of means of discovering this truth
differed radically. The thinkers of the eighteenth cen-
tury inherited this concept, tut their method of approach
differed from their predecessors’ by demending a ration-
el mode of investigation. They believed that by in-
tellectual means, man might ultimately find not only
the first principles of art, but the fundamental nature
of beauty itself. Thus began the first speculations
which materially contributed to the body of aesthetic
thought. But to be able to rate the value of these con=
tributions, it will be necessary to appraise briefly,
the nature of the phileosophy of aesthetics.

The philosophy of aesthetics, as it is revealed to=



day, does not consist merely of definitions and nega-
tions concerning art, but rather has the task of classi-
ication and systemization of the problems that arise
from reflection upon art, and the criticism of errors
that act as a stimulus to critical minds. It defines
"art® as a “pure" or "lyrical intuition as opposed

to other forms of mental activity. <This concept of art

o

[0

oes not exist as an innate idea, but proves it exise-
tence by operating in the individual products of art
which it generates, such as paintings, poetry, archi-
tecture, et cetera. In just such a manner does the

whole philosophy of aesthetics operate in the judgments
it has formed, and in the problems solved. Ag these

Jud gments and problems make up the main body of aesthet-
ics some acquaintance with them is necessary to form a
concept of the neture of aesthetics. It is safe to say,
that of this bvody, the most important questions have been
thoée that concern the nature of beauty and of art, and
the problems that arise from literary criticism involve
ing the egtablishment of & ecerrect taste. These'have
beenn the controversial center of critical thought for

the past two centuries, but in the main, some grounds

of agreement have been reached in nearly every case.

The nature of beauty is thé keystone on which the



erection of the philosophy cf aesthetics depends, as
on the perception of the evanescent substance of beauty
the whole situation rests. The naturalistic philosophy
held thaet beauty belongs to the beautiful object it-
celf, and is real and objective. This stetement, how=-
ever, is difficult to accept, Lecause the nature of
beauty depends lergely on the character imputed to the
work by the artist or by the spectator. It follows,
therefore, that beauty is really dependent on the mind
for its existence, and coculd not exist either in art
or nature, except for our interference.

Closely bound up with the inquiry as to the nature
of beauty is the quest for the true origin of "arth.
Conceding "art" to be "pure" or "lyrical intuition®,
as distinguished from other forms of mental activity,
such &s history, philosophy, natursl science, or other
utilitarian purposes, aesthetics maintains that as
beauty exists only in the minds of those who perceive
it, there are, of necessity, neither "artistic" objects,
ror any objective criteria of beauty. Consequently,
there can fe no division of arts, since physical quali-
ties do not enter into the question. A reader with
any sense for literature and art, will find in a line

of poetry at once the melody and images of music and



and painting, as well as the strength and unity of
sculpture and architecture. The same thing is true

of a great picture or symphony, which are not merely
things for the eye and ear, but for the whole soul,
recording themselves not only as color and line and
harmony, but as speech and socund anda sculpturesque
strength. These qualities cannot be analyzed, however,
for they elude us and melt into & unity, proving that
art is one, &nd cannot be divided.

Closely associzted with the theory of "artistic
objects" is the problem of literary category or %"kinds".
This problem arose through the tendency of literary
critics to classify literary works as to ®kinds",
vased on physical characteristics,--- tragic, comic,
lyric, et cetera. Allowing this classification to Te
convenient for publishers and readers, it is against
the fundamental principles of aesthetics to permit
criticism orn this score. ©Some attempt to preserve
this practice by basing the classification on philesoph=
ical theories was made by one school of literary criti-
cism, when it established the precedent of classifying
as lyric, epic, or dramatic. The objection to this
was, that both epics and dramas are essentially lyri-
cael, differing from each other only by degrees of ob=-

jectification, and hence not subject to such classifi-



cation. 3till other attempts were made to classify
literature on the empirical basis of feelings, which
designated types as "the sublime%, "the comic", "“the
graceful", and so on through the gamut of emotions
and impressions. Though these theories form some resi-
dvue in the field of sesthetics, they have been long
disregarded.

énother problem that evolved through the efforts
of literary criticism to maintain standard was the
question of the type of language that might be con=-
sidered "poetic® or "artistic". This effort to re-
strict the use of language grew out of the legitimate
distinction between styles. This distinction is to be
treated, however, as merely a practical, didactic piece
of pedagogical classification and not as a concept
based on philosophical theories. For as language is
a ueans of expression, and as expression is never
logical but always affective, it cannot be subject
to such divisions. Ixpression could not e "simple"
in the sense of lacking elaboration, or "ornate" in the
sense of containing extraneocus matter; it is always
adorned with itself. The philosophy of langusge is
identical with that of poetry and art--- it pzsses
beyond the physical to the realms of the mind, where

it has its only existence.



Another problem which occupied the theorists
among the literary critics of the Enlightment was that
of the establishment of an invariable standard of "tastel?
Their confidence in this possibility was due, teyond
doubt, to their acceptance of a theory of objective
absclute truth, which might be determined by scientific
methods. The principle of this method was intellectu-
alistic. Knowledge was accounted the greatest power
of the mind, and by increasing knowledge man would not
only become virtuous but would also acquire the correct
rules for judging and creating art. Since the latter
pPart of the eighteenth century this theory has teen
abandoned, and judgments or taste have become increas-
ingly subjective, until row there is no universally
accepted tenet of the validity of taste.

The solutions of the foregoing problems have been
rather satisfactorily agreed upon, but there is one
problem that arose to alarmingly increasing propor-
tions during the eighteenth century, and which is still
ue ettled to the satisfaction of all. This is the pro-
blem of the Romantic conception of art, which asserts
antithesis to the classic art and thus denies the unity
of art. Romanticism upholds the primary importance of

feeling, passion, and fancy, as being more approprizte
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to the lModern age than the rationalistic literature
of classicism after the French lanner. This reaction
was in pert justifiszble since the literature of that
period was shallow, unimaginative, unfeeling and de-

ficient in a deep poetic sense; but Romanticism as a

revolt zgainst the Classicism that in its entirety
stands for serenity and infirity of the artistic image,
is of necessity a raw emotionalism that refuses to un-
dergo purification and Catharsis. For this reason

Romanticism has been called ¥disease", while classi-

cism was called "hezlth" and it is interesting to note
that the seeds of this half insane emetionality of the
Romanticists were sown in the literary criticism of
the rational, healthy, eighteenth century.

All these theories and problemschaesthetics were
in part worked out during the period of the eighteenth
century by the introduction of rational evaluation and
the application of natural laws to literary criticism.
It.is the purpose of this study to appreise the signif-
icance of the principles of aesthetics advanced by one
of the most distinguished thinkers of the eighteenth
century, Lord Shaftesbury, and to trace his influence
in the literary criticism of the period.

Shaftesbury's theories of philosophy as a whole,
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were both a direct refutation of the materialistic
philosophy of Hobbes, which denies z positive moral
standard, and an attempt to answer the all-engross-

ing question of the century, "How shall morality
survive when the foundations of Christian theology

are crumbling?" Shaftesbury and his school irherited a
sort of pantheistic sentiment that “whatever is, is
right," along with a provoking tendency to eusy opti-
mism which was apt to  overlook the evidence of natural
evil and moral wickedness, but, nevertheless, his theory
that man possesses an innate sense of teauty and de-
formity, not only of externalities, but aléo of senti-
nents, thoughts and actions, was of tremendous impor-
tance in the philosophy of the period. To be sure, this
sense of beauty, or "conscience" was a principle which
could not be demonstrated, and which musf"be recognized
only by a kind of intellectual instinct which probably
went sorely against the grain of the more material
npinded. But its chief importance, which was to keep
before the world the baffling question, "What is the
origin of virtuous and artistic impulses?" ,cannot

e underestimated. With Shaftesbury the impulses to-
ward beauty and toward morality were one and the same,
and it is fwom this point that we shall trace his

theories of beauty.



CHAPTER TWO

THE RELATION OF SHAFTESBURY'S THEORY OF ZBEAUTY
T0 HIS PEILOSOPHY IN GENERAL

Shaftesbury's chief aim wasg to set forth a phi=-
losophy that would esﬁablish a reconciliation between
the old and new in theology. He proposed to do this
by banishing the supernatursl and yet retain the di-
vine in religione There.was a genuine need of some
stabilizing doctrine, for the sceptical school that
followed Holbbes wag draining the life blood from the
whole body of Christian religion and its system of
morality. Shaftesbury and his school created God
out of nature, one whose laws were embodied in the
naturel laws, as opposed to the supernatural phenomena
of theology. Thus natural lsws were not only right, as
Hobbes and his followers declared, but divine, and
man's proof of the divine order was in his instinctive
recognition of the beauty of the universe. In this
philosophy, divirnity does not retire to a distant
past or to a future world, but continues to irradiazte
the present, for nature itself is divine. Divinity
and beauty, then, are evicent in the actions and sen-

timents of man, who, as the chief work of nature,
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must show the most conspicuous marks of divinity.
Shaftesbury believed that by a cultivation of the
natural instincts of man toward divinity, men might
achieve that final copsummation of religious expe=-
rience, harmony bvetween nature and man.
Shaftesbury's theory of an aesthetic sense was
thus evolved in an effort to establish & moral sys=
tem, but its significance is of none the less impor-
tance in the field of aesthetics. He believed that
men are born with'ideas of divinity or beauty and
that the enthusiasm engendered as a consequence of
this perception can not be avoided. He defines this
sense as being "innate", or an "insgtinct", and later
defined instinct as "that which Nature teaches, exclu=-
sive of Art, Culture or Discipline."l Since Nature
itself shares the divinity of God, it follows that
this capacity for finding the beautiful is of divine
origin, and mekes man share the divinity of nature.
Not only does man perceive the beautiful in outward
forms, but he is also able to discern the beauty or
deformity of morals and manners. Neither can the

soul or the mind escape the responsibilities of this

: v
Characteristics, Vol. II, p. 41ll.
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faculty, but must continue to appraise and judge all
that comes into its sphere of contact regardless of
any desire to remain indifferent or neutral.

It feels the Soft and the Harsh, the Agreeable
and Disagrecable, in the Affections, and finds a
Foul and Fair, a Harmonious and a Dissonant, as real-
ly and truly here, as in any musical Numbers, or in
the Outward Forms or Representations of sensible
Things. Nor can it withhold its Admiration and Extasy,
its Aversion and Scorn, any more in what relates to
one than to the other of these Subjects. o that to
deny the common and Netural 3Sense of a Sublime and

Beautiful in Things, will appear an Affectiop merely,
to anyone who considers duly of this Affair.”

v

Shaftesbury believed further that the heart is
compelled to ally itself on the side of what is hon-
est and natural, and hence beautiful, and to disap-
prove of what is dishonest, unnatural, and deformed.
He believed that even the most hardened and obstinate
of men is convinced of & standard of beauty and moral
truth. The only difference between the moral sense
and the aesthetic sense, according to Shaftesbury,
lies in the objects to which they apply, =-=-=beauty
is good.

What is Beautiful is harmonious and proportione
able; what is harmonious and proportionable is True;

Characteristics, Vol. II, pe 29.
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and what is at once Dboth beautifgl and true, is of
consequence, agreeable and goode.

Allowing that beauty is good, which was the stand-
ard that Shaftesbury set, the reader is not & little
puzzled in finding there any objective standard of
beauty, unless he follows Shaftesbury through a de=
vious meze of generalities.

That which is truly natural to each Greature4is
its Perfection and withal its Happiness, or Good.

As the real éood of any creature comes through the
cultivation of the instincts and faculties designed

to promote the harmony between man and nature, beauty
is that which exemplifies nature's standard and which
conforms to natural principles, both in form and sen=-
Timents. ©Shaftesbury's ideas of beauty and’good, then,
are utilitarian to a certain extent, since he believed
that that which best promotes the interests of the
species is true beauty.

'*Tis impossible we can advance the least in any

Relish or Tast of outward Symmetry and Order; with-
out acknowledging that the proportionate and regular

3
4Character;stics, Vol. III, p. 183.
Ibid, po 2150 '
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State, is the truly prosperous and natural in every
Subject. The same Features which make Deformity,
create Incommodiousness and Disease. And the same
Shapes and Proportions which make Beauty afford Ad-
vantage by adapting to Activity and Use. LBven in the
imitative or designing Arts the Truth or Beauty of
every Figure or Statue is measured from the Perfec-
tion of Nature, in her just adapting of every Limb
and Proportion to the Activity, Strength, Dexterity,
Life and Vigor of the Particular Species or Animal
designed.

Thus Beauty and Truth are plainly joined with
the notion of Utility and convenience, even in the
Apprehension of every ingenious Artist, the Archi-
tect, the Statuary, or the Painter.

Shaftesbﬁry made a further application of this
notion of utilityland caused it to include not only
the physical aspects of beauty but more intangible
properties, such as conditions of the body, actions,
and thoughts. The condition or action that contrib-
utes most to the real welfare of the body and soul
is by nature the most beautiful. He praised health
as"the inward beauty of the body,"6 and declared that
virtue, which he often praised as the highest form
of beauty, is the natural good of man.

‘ We see then, not only that "i¥hatever is natural
is right and divine®, but that ®“whatever is natural

is divine and beautiful® and that nature furnishes

5
6Characteristics, Vol. III P. 180-181.
Ibid., P. 181
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at once a moral standard and a standard of beauty.
Sheftesbury intended the standard of beauty to be

an objective measure, for he insisted that the quale-
ity of beauty belonged, not to the mind, but to the
object or action itself. He recognized the diffi-
culty of analyzing this quality, but atitributed it

to the fact that not one "beauty" alone is involved
in judging an object, but a complicated number of
"beauties™, which, unless separated, can nct be re=-
duced to their essentials. Should this be done, how=
ever, in every case this beauty would be found to be
the natural beauty of thir own particular kind. He
named some of these "charms®™ or "beauties® asg "fige
ure®, Ycolour", "motion®, and "sound", of which, he
said the simplest is™igure®™. He admitted that there
was no agreement as yet on this standard of beauty,
but he maintained that the standard for each kind in
nature is its particular "Good", and that the diffi=-
culty does not lie in the uncertainty of the standard
but in the difficulty that arises through applying
it. He ridiculed the idea that mere opinion is &t the
bottom of any judgment, and accounted for the differ-
ences that arise in individual evaluations by the fact

that unless the standard is felt, there can be no agree-
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ment.. The standard, he felt, could be subject to no
equivocation. "It (the Standard) is of Nature's Im=
pression, naturally conceived, and by no art or
Counter=ilature to be eradicated or dtestx'oyec‘i.,"'7

Despite this belief in a positive standard of
Beauty, whaftesbury's speculations elsewhere led him
almost to the threshold of the principle of subjective
beauty. He stated many of the tenets that approached
the subjective principle but somehow failed to apply
them to beauty specifically. He declared that sen-
sory impressions are variable, even to the extent
that what is pain to one person may be pleasure to
another, but he did not conceive this to mean that
what is beauty to one person mey be deformity to an=-
other, unless, as he tells us, one of the two should
possess a "corrupt opinion®. Again, he stated that
thought is our only reality.

Thought we own pre-eminent, and confess the
reallest of Beings; the only Existence of which we
are mede sure of, by being conscious. All else may

by only Dream and Shadgw, All which even Sense suge
gests maybe deceitful.

7
Characteristics, Vol. II, p. 42.
Ibid, p. 369.
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Though clearly aware of the illusory quality of all
sensations, Shaftesbury's theory of a natural stand-
ard halted his progress in applying this subjective
theory to heauty.
Shaftesbury believed that the perception of beauty

reated the noblest and highest passions of man, since
through this perception his reletion to divinity is
established. 3Beauty raises the imagination of men to
partake of the divine inspiration which, by its power,
leads him to seek some meang of becoming & harmonious
part of the universal harmony. Under the spell of

this enthusiasm, every man pursues the ideal of beauty
and harmony according to the capacities and inclinations

of his nature. To the most highly developed soul, a
single beauty is not sufficient, and such a one seeks
a coalition of beauties that leads to the most perfect
’harmony conceivable, the good of mankind at large.
Thus, beauty is made to attain a truly moral aspect.

. chaftesbury calls this quest for beauty "“love"
when it seeks beyond the physical aspects of beauty
Tor that of inner proportions. He maintained that all
beauty contains a moral part. Lven those who admire
beauty in the feir sex and who would be greatly amused

to hear of a moral pert in their amours, are, accord-
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ing to Shaftesbury, in pursuit of this higher beauty.

Why else igs the very air of Foolishness enough
to cloy a lover, at first sight? Why does an Idiot-
Look and llanner destroy the Lffect of all those out-
ward Charms, and rid the Fair-One of her Fower; tho
regularly agmed, in all the Lxactness of Feature and
Complexion?

He sums up the whole theory in these words.

Ve may infer thest there is & power in Numbers,
Harmony, Proportion and Becauty of every kind, which
naturally captivates the Heart and raises the Imag-
ination to an OpiniSn or Conceit of something lla=-
jestic and divine.

Since without this imaginetion or inspiration,
the perception of beauty would be in no wise differ-
entiated from other sensual perceptions, its presence
is of the utmost importance to man. Without its di-
vine power, he could scarcely be said to exist except
in an animal fashion and with no other enjoyment than
the satisfaction of his coarsest appetites and passions.
It may ve said, then, that the ability to recognize
beauty and deformity is the mark that distinguishes
man from the lower order of animals. Shaftesbury be-

ieved that enimals were capable of enjoying beauty on-

ly ag it satisfied their appetites and physical needs.

9
. Characteristics, Vol. I, p». 137.
107vid, voi. III, D. 30




Decauge of this lack, an animal is esteemed “good"

if it conforms to the laws of its own kind and
prospers physically. In this way it fits into the
universal system and achieves the "good" possible of
its kind. Ian, alone, is accounted wvirtuous, and that
only when he directs this enthusiasm for beauty to
conform to the rules of what he conceives to be the
nature of the universe. In this way he blends him=
self into the great pattern of the universe. 4t is,
however, only by a cultivation of the sense of morals
and beauty that he is eble to catch the strains of di-
vine harmony, and still, Shaftesbury believed that ,
the judgment of all who have cultiveted this sense

and beauty will reach the same objective. This agaim,
is due to the bvelief in an incorruptible standard in
HJature.

Hermony is Harmony by nature, let men Jjudge
ever so ridiculously of Musicke 8o is Symmetry and
Proportion founded still in Fzture, let ilan's fancy
prove ever so barbarous, or their Fashions ever so
Gothic in their architecture, Sculpture, or what-
ever other designing Art. ‘'Iis the same case, where
Life and llanners are concerned. Virtue has the same
fixed Standard. The same Numbers, Harmony and Fro-
portions will have place in lMorals; and are discove
erable in the Characters and Affections of lankind;
in vhich are laid the just Foundations of an Art and

Science, superior ii every other of human Practice
and Comprehension.

lCharacteristics. Vol. I, P. 353.
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Shaftesbury believed that this conscious aspira=
ion to put cneself into harmony with the divinity

of nature was the highest ideal of the beautly seeking
soul. He divided into three different ranks the beauty

which man may covet or attain. The first and lowest

=

rank he called ®"dead forms", including those objects
of art or beauties of nature that heve no reasoning
power, or ability to execute, and,since there is no
inner beauty possible in this case, are limited in
their appeal and appeal to the senses alorne. Second,
in rank, he pluced the "forms which form beauty",
advancing as his criteria that it is not the besutiful
Object itself that we admire, but the beautifying pro-
cess and this involves mind. Last, he placed the
"Supreme and Sovereign Deauty" that is responsible

for the second order, and manifests itsell in that
highest of all pleasures, sentimental feeling, or
"virtuous liotions™ as he called it. This brings up
his theory of the Dbeauty of sentimentality which he
descrived as the "virtuous Motions which take place
when mind joins in assent to the virtuous actions of

& good dispositiond It is interesting, too, to note
that virtue and divinity are interchangeable and oc-

cupy at once the position of the highest form of



beauty. As we have already seen thet divinity is ine-
herent in nature, we seem to be justified in agsum-
ing that virtue, or sentimentality, is also another
manifestation of divinity. At any rate, Shaftesbury
considered the sentimental manner and the sentimental
pleasure the most natural of pleasures.

Shaftesbury did not distinguish between the per-
ception of the three orders of beauty by any diminution
or intensity of the enthusiasn engendered in the be-
holder. The classification of the three orders is cer=
tainly rot made on an experimental basis, for he as-
.Bures us that the inspiration and joy kindled in us in
the presence of the beauties of nature, which he des-
igneted as a "dead form", are indications of the First
Beauty which is the & priori of divinity.

In his theories of literary criticism which like=-
wise should logically involve the first order of beauty,
Shaftesbury continued to disregard this classification.
He stressed rather the necessity of good taste anc the
dengers involved in neglecting the development of taste.

Ag h

+

e was particularly anxious that the youth of Enge
land should be shielded from the examples of "Cothic

art® which he thought would debase their stendard of

)

taste, he became interested in the problems of literery
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criticisme It is in this field that this study pur-

poses to investigete his theories.



CEAPTER THRER
SHAFTESREURY 'S THEQORY OF TASTE AND ITS FUNCTION IN

LITE AID ART

Shaftesbury's chief merits as a philoseopher cone
through his vindication of human neature from the
assaults of the cynics and theclogians of his day.

The 'moral' or 'aesthetic sense!, used to designate

-

the natural tendency to virtue and beauty, works as
& divine instinct and directs by its own authority,
thus superseding the necessity of an appeal to the sel-
fish instincts, and repudiating the doctrine of super-
ratural rewards and punishments. Shaftesbury belicved
that such doctrines are destructive to virtue. The
removal of these as external motivations of conduct
naturally thrusts the responsibility of ection on in=-
ternal guidance. As human nature shares in the divini-
ty of nature, its organ of guidance is, of necessity,
divine. Because of this primitive impulse toward the
good and the beautiful, and away from the sordid an@
wicked, man, who is in accord with ncture, leads a
virtuous life, regerdless of applause, rewerds, Cr pun=
ishments.

Should one, who had the countenance of z gentle-

man ask me, "Why I would avoid being nasty, when no-
body was present?® 1In the first place I should be



fully satisfied that he himself was a very nasty Gen-
tleman who could ask this cuestion, and that it would
e @ hard matter for me to make him ever conceive
what true cleanliness was. However, I might, not
withstending this, be contented to give him a slight
answer,and say, 'Twas beczuse I had a lose.' Should
he trouble me further and ask again, "What if I had

& cold? Or what if nsturally I had no such nice
omell? T might answer perhapsg, 'That I cared as lite
tle to see myself nasty as that others should see me
in thet condition. But what if it were in the dark?
Vhy even then, tho I had neither Xose, nor Eyes, my
Senge of the lMatter woulkd still be the same, my Na-
ture would rise at the Thought of what was sordid or
if it did not, I should have a wretched Nature indeed,
and hate myself for a Beast. Honour myself I never
could; whilst. I had no better a sense of what, in
reality, I owed.myself, and what became me, as &
human Creature.l

Shaftesbury declares thet since mar is naturally
inclined to good and to beauty, there is no real con-
flict between interest and virtue. He believed that

to e wicked was to be miserable, and to ve virtuous

1

o

i

=

s to control the means of prasperity and happiness.
The innate sense of morals and of beauty was given us
that we might choose the natural and the besutiful in
actions, in sentiments and in objets d' art. And as
Shaftesbury contended that the natural state is the
truly prosperocus for every creature, a pursuit of our
ideals of beauty and virtue must advancc our interests
and all our misery comes from some unnztural passions

and ectionse.

Ji
Characteristicg, Vol. I, pPp. 124-125.



Shaftesbury's theory of an innate sense of beauty
included a bhelief that the foundation of a right taste
is inherent in the divine enthusiasm which accompanies
the perception of beauty. Despite the fact that he
telieved that this inspiretion 1ifte the imegination
to heights of majesty thet ¢re indicative of divinity,
he still regards as imperative, the careful cultivation

the "Teste" or “Relish", since on its proper direc=

iy

6]

>

tiocn the happiness of mzn depends. Indeed, man could

never know happiness at all, had he no taste. Lavery-

thing delightful and charming in the world depends on

its pre-establishment.

Slender would be the Enjoyments of the Lover,
the ambitious lan, the Warrior, or the Virtucso, if
in the Beauties which they admire and passionately
pursue, there were no reference or regard to any
higher lajesty or Grandeur, than whet simply results
from the particular Objects of their pursuits. I
know not in reality, whaet we should do te find a
seasoning to most of our pleasures in Life, were it
not for the Taste or Relish, which is owing to this
perticular Passion, and the Conceit or Imagination
which supports it.”

-

lthough <haftesbury believed the foundation of
tagte itself to e innate, he thoughta well devel-

oped taste was "of Nature's growth,"™ and was developed

2]

- Characteristics, Vole III ppe. 31=32
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only by use, practice, and culture, to any degree of
perfection. As the development of taste is thus a
conscious, rational process, it serves ag an example
of the eighteenth century's belief in the efficacy of
reason, but with a significant difference. &Shaftesbury
believed that man should depend upon reason to solve the
mysteries of the world and the problems of life as did
the other important thinkers of the period, but where-
as they looked on the intellect asva means of extend=
ing the bounds of knowlecge, Shaftesbury regarded the
reasoning powers of man more as an aid to developing
and preserving the natural impulses and instincts of
man thaet worked to his advantage, and to weeding out
those that inpeded him in attainirgharmony. He be-
lieved that reason is a just and sure mentor, and, if
man will but heed its guidance, the taste for exter-
nal beauties that is usually the early taste, will

e questioned until opinion and fancy are freed from
the fluctuating standards of fashion and educttion.

He could conceive of no good that is “Incongtant,

anc consequently he believed that a truly good taste

ig invariable in its standard.

'Tis we ourselves create and form our Taste.
If we resolve to have it just, 'tis in our power.
we may esteem and value, approve and disappreve, as
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we would wish. For who would not rejoice to be al-
ways equal and consonant to himself, and have con-
stantly that Opinion of things which is natural

ind propertionable? But who dares search Opinion to
e bottom, or call in question his early and prepos=-
ssing Taste? Who is so just to himself, as to re-
call his Pancy from the Power of Fashion and Educa-
tion to that of Reason? Could we, however, be thus
courageous; we should soon settle in ourselves such
an Opinion of Good as would secure to us an invaerias
ble, agreeable, and just Taste in life and manners.

S\’Q
518

s

o ct+

M o
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The principles of the invarisble standard,

-

Shaftesbury felt to be quite clearly and concisely
set forth in the following questions. "ihich is
rights Which the unaffected carrizge, or just DLe=-
4

meanor: And which the affected and false®%  He ap-

prehended no question of difficulty in distinguish-

ing the unaffected and just demeanor fr m the affected.
S0 far as Shaftesbury was concerned, the nztural man-
ner was the right, and the unaffected and “unnatural
demeanor"™ was of course evidence of the worst of tastes.
So far as the natural can be distinguished from the un-
natural, the standard of taste is, just as is the stand-
aré of becauty, definite and objective, and based on

the notions of utility. The whole theory of Taste

rests on the existence of an inherent passion for

3
Cheracterigtics, Vol. III, pp. 186-187
Ibid, Vol.: III, p. 179
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beauty that is natural to man and,therefore, divine.
ind ag npatural impulses and psssions promote the
welfare of each kind, (according to Shaftesbury who

recognized no nétural or inherent ills,) taste, itself,

3

is designed to help man choose thet which will be
truegt to natural laws, and to exclude that which is

unnatural and likely to work to his harm.

'Tis impossible we can zdvance the least in
any Relish or Taste of outward Symmetry and Order;
without acknowledging that the proportionate and
regular State, is the truly prosperous and natural
in every Subject. The same Features which make
Deformity, create incommodiousness and Disease. 4&and
the same Shapes and Proportions which make Deauty,
aiford Advantage, by adapting to Activity anc Use.
Lver in the imitative or designing Arts the Truth
or Beauty of every Figure or Statue is measured
from the Perfection of Nature, in her Activity,
Strength, Dexterity, Life snd Vigor of the particuler
Species or Animal Designed.

Thus Beauty and Truth are plainly joined with
the Notion of Utility and Convenience, even in the
Apprehension of every ingenious Artist, the Architect,
the Statuary, or the Painter. ‘'Tis the same in the
Physician's way, Natural Health that is just Propor-
tion, Truth and reguler Course of things in & Consti-
tution. 'Tig the inward Beauty of the Body.d

Thus we sece that Shaftesbury's theory of Taste
refers again to his major tenet involving the divini=-

ty of Nature. The best taste is that which admires

5Characteristics, Vol. III, Pp. 180~181
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the prevailing order of things, because whatever is
is both right and beautiful: therefore, it is only
right that we admire ite.

Shaftesbury intended that his concept of taste
should conform to the general belief of his time in
an objective, unalterable Truth, but we find more
than a trace of subjectivity in his theory, although
it is very doubtful if he himself ever realized its

presence. This element of subjectivity creeps in

w

through his belief that it is only when the beauty
perceived is of the higher types that the passion
aroused could be designated as "inspiration®, which
he distinguishes from mere "enthusiasm" or "wulgar
enthusiasm® as "divine enthusiasm®. <This higher

type of beauty is not an appezl to the senses, but

to the mind. Teste, then, depends not on the sensory
evidence of beauty, but on & more subjective basis.
He declared that no matter what we please to imagine
are our feelings about the "substantial solid part

of beauty"™, if we should criticize our taste, we
should find that what we most admire is the images
which our imagination had presented to our mind, of
Such mysterious and illusive qualities as "a majestic

air®, "a spritely look", or " a soft and gentle grace"
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while other passions of a lower sort were employed
in other ways. 7Thus, the evidence of the senses is
discounted, while that of thought, which he believed
to be the only reality, is placed in autherity. By
the guidance of thought, then, he Ttelieved we might
escape the consequences attendant on a false taste.

A false taste, Shaftesbury said, 1s governed by
what immediately cttracts the senses and which conse-
guently fails to satisfy the thought and reasonrn. 7This
theory is based on the subjective element in his con-
cept of beauty, and applies not only to a taste in
art, tut also to a taste in beheavieor and thought.
Shaftesbury believed that such a taste being wholly
unattended by those perceptions of divinity which come
through true inspiration, would fail to develop in
man that which is most important to him, a harmonious
relationship with the natural order of things. For
man's true place in nature is found only through the
eéxercise of those faculties that distinguish him
from other animals.

'Tis evident however from Reason itself, as
well as from History and Experience, that nothing is
more fatal, either to painting, architecture, or the

other Arts, than this false Relish which is governed
by what immedistely strikes the sense, than by what
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cogsequgnt;ally andﬁby reflegtion plegses the mind
and satisfies the Thought and Reason.

Shaftesbury believed that it is not the object
of art or the beauty of nature that gives us the
“"Conceit of something majestic end divine", but it
is the evidence of mind behind these external beauties
thet appeals to us. +For that reason, a taste that
considers only the physical aspects of beauty has
misplaced its ideal of beauty ana of virtue. He
offered the example of & man who placed his "“Imagina-
tion of éomething.Beautiful, Great and becoming in
Things™ on such subjects as richly ornamented plate,
Jjewels, titles and precedencies. Because of the
physical properties of the objects of his edmiration,
the pessions raised by his opinion could be no other
than avarice, pride, vanity, or ambition, and would
result in perpetual fears of loss and disappointment.
A taste based on such externalities could work only
to the detriment of its possessor.

Chief among the causes of a false taste Shaftes-
bury pleces the disposition to sacrifice the natursal
taste for an imaginary private interest. llany noble
Englishmen, having become dishonest in public office,

heve azllowed their ideal of beauty to be lowered from

6
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a love of inward merit, honer, and character to such
glittering ware as equipages, titles, staffs, an
ribbons. Another illustration of the same situation
is found in the artistic taste of those who allow mere
sensual pleasure to determine their taste in art. The
result is the acceptance of many barbarisms and consee
quently the forfeit of good taste, which ultimately
results in loss of all pleasures.

I shall be weary of my pursuit and upon ex-
perience, find little Pleasure in the main, if my

choice and judgment in it be from no other Rule than
that single one, because I pleage. Grotesque and

llonstrous Figures often please. Cruel Spectacles
and Barbarities are also found to please, and in
some Tempers, to please beyond all other Subjects.
But is this Pleasure right%--=- Do I not forever
forfeit my good Relish?

This perversion of taste might be thought
excuseble if the standard were not so plainly es-
tablished. Shaftesbury believed that even the
most stubborn and refractory of men have a clear
conceptioh of this standard and that it is only
through a weak thoughtor a lack of judgment theat
man departs from the standard. DBesidessetting forth

’another example of his belief in an objective truth,

thig theory shows that Shaftesbury considers a lack

7
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of judgment to be the greatest possible wrong thet
man i1s capable of, since by a corruption of taste

he believed that we lose our happiness and our place

in nature. '

It has been the principal End of these volumes
to assert the Reality of a Beauty and Charm in moral
as well as Natural Subjects and to demonstrate the
Reasonableness of a proportionate taste, and deter-
minate choice, in Life and manners. The Standard
of this kind and the noted Character of Moral Truth
appear so firmly established in Nature itself; and
so widely displayed through the intelligent world,
thet there is no Genius, Mind or thinking Principle,
which, if I may say so, is not really conscious in
the cas€esiesess 'Tis evident that whensoever the
lind, influenced by Passion or Humour, consents to
any Action, Measure or Rule of Life contrary to
this governing Standard and Primary measure of In-
telligence, it can only through a weak thought, a
scantiness of judgment, and a defect in the appli-
cation of that unatroidable Impression and first
Natural Rule of Honesty and Worth, against which
whatever is advanced, will be of no other moment
than to render a Life distrzcted, incoherent, full
of Irresolution, Repentance and Self-disapprobation.

By a false judgment or a misapplication of the
standard of right and wrong that determines our
choice, only & partial view of happiness is wnceived.
chm this narrow conception results every unnatural

and immoral action or thought and every instance of

false relish of art. M™ihaztever takes from the Large-

Charascteristics, Vol. III, pp. 303=304.
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ness or Freedom of Thought, must of necessity detract
from that first Relish, or Taste, on which Virtue and
Worth depend."g

Anmong the chief forces that Shaftesbury consid-
ered as working against the freedom of thought and con-
tributing to a narrowness of mind or fanaticism, are
gsuperstition, bigotry and vulgar enthusiasm. A love
of material things, luxury, and intemperance, he also
held detrimental but not so restraining as those ills
resulting from fanaticism, for to the religious or
political fanatic,freedom of mind, and liberty of
thought and action, seem debauch, corruption, and
sacrilege. 4t is from these shackles that Shaftesbury
desires to free those of his countrymen whose taste is
vet retrievable. These, he felt sure, were confined
to the youth of the upper class whose taste had al=-
ready been formed in exterior manners and behavior.

The means of reforming the taste of youth, cs
set forth by Shaftesbury, are somewhat indefinite. As
we have already seen, he believed that every judgment

should be mede with the aid of reason, and that we

Characteristics Vol. III, p. 304.
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should learn to like or to admire, since no judgment
could be congidered as an innate or instinctive pro-
cess. Reason, however, merely discerns whether or
not the beauty is superficial or whether it proves
its reality by its appeal to the mind. As the joys
of the intellect heve naturally the highest place in
mnen's pleasures, man should reform his taste to agree
with nature and endeavor to be natural by seeking
these joys alone. On the other hand, since in the
intellectual appreciation of harmony, which is beauty,
only those objects, actions, and sentiments that con-
form to the natural standard of beauty will be considered
beautiful. From this, Shaftesbury concluded, that as
nature is rarely in accord with fashion and custom,
there i1s ample cause to suspect the taste unless it
is often in conflict with the prevailing mode of the
times. In case the taste is in agreement with the
faeshion, it is almost certain to be vulgar.
Shaftesbury belicved that it would be impossible
to reform this Pulgar taste without the aid of criti-
cism."A legitimate and just Taste can neither be be=-
‘gotten, made, conceived, or produced without the

antecedent Labvour and Pains of Criticism." 10

Characteristics, Vol. III, »pp. 1l64-165,
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Criticism is, therefore, of the utmost importance be-
cause 1t alone provides any practical means of forme
ing our judgments of religion, art or morality. The
first practice in criticism, Shaftesbury thought
should be destructive in purpose.

We are to work rather by the weaning than the
engaging passions; since if we give way chiefly to
Inclination, by having, spplauding, and admiriag
what is great and good, we may possibly, it seems,
in some high Objects of that king, be so amused and
extasied, as to lose ourselves and miss our proper
maxrk, for want of & steady and settled aim. DBut
being more sure and infallible in what relates to
our Ill, we should begin, they tell us, by applying
our aversion, on that side and raising Indigneation
against those meannesses of Opinion, and Sentiment
which are the causes of our Subjection and Per=-
plexity.ll

As criticism searches for truth, Shaftesbury
believed that to criticize with any justness neces-
sitated a knowledge of both poetic truth and his-
torical truth. All beauty is truth, but poetic truth
which is found in all true art, differentiates itself
from historical truth by avoiding minuteness and sin-
gularity and conforming to the general standards of
Nature rather thanr to a specific example. Historic
truth is that which gives us our ideas of general

truths by using specific examples. A critic, Shaftes-

bury maintained, must really understand both, but if

-
eharacteristics, Vol. ITI, pp. 208-203
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either were of necessity to e eliminated be believed
we could best afford to lose historic truth.

Some considerable Wits have recommended the best
Poems, as preferable to the best of Histories; and
betier ?eac?éng the truth of Characters, and Ncture
of llankind.

A true knowledge of poetic and historic truth
could come only through & thorough acquaintance with
chronology, natural philosophy and geography, Shaftese-
bury thought; so criticism itself depends on learning
of a kind. In this theory Shaftesbury proves himself
in sympathy with the other thinkers of the eighteenth
century, for although taste is founded on an innate
instinct, this instinct must be developed by critical
reasoning, which in its turn depends upon knowledge.
This did not mean, however, that Shaftesbury was in
any way an advocate of any system of formel education
or a follower of any school of philosophy. Rather,
he advocated self-gtudy, travel, and the intimate
acqguaintance of a few clasgssic authors. He disapproved
strongly of an extensive and indiscriminate reading,

and he held pedantry in the utmost contempt.

12 S o
Characteristics, Vol. I, p. 145.
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Shaftesbury believed that self.analysis, or, as
he termed it, "homespun philosophy," was the first
stage of critical progress. In order thoroughly to
know oneself, he helieved it was necessary to recog-
nize that man's nature is composed of a warring duali=-
ty, Reason, the inspector and auditor of the humours,

Appetite, who continually battles with Reason over

£

an
the possession of the Will., By the practice of solil=-
oguy, in which each faction may orally present its case,
man may best determine his true course and protect his
best interests. 'By this practice of self dissection,
not only a knowledge of self is gained, but a knowledge
of humen nature, and in addition, one is enabled to
preserve that invarizble standard of conduct that
Shaftesbury so earnestly recommended.

'Tis the known Province of Philosophy to teach
us ourselves, keep us the selfsame persons, and so
regulate our governing Fancys, Passions and Humours
as to make us comprehensible to ourselves, and know-
able b{ other Features than those of a bare counte=-
nance.+9

This type of philosophy, Shaftesbury placed above

all other sciesnce or knowledge and proposed to advance

its study on the foundation of what is agreeable and

15Characteristics, Vol. I, p. 283.
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polite in manners, as well as morals. The philos-
opher, he stated, carries good breeding a step higher
than the virtuoso (which he defined asmeaning the

b s ek 14 b o
refined wit of the age, and included in 1t those

gentlemen who are acquainted with civilizations of

the world).

The accomplishment of breeding is to learn
whatever is decent in company or beautiful in arts,
and the sum of philosophy is to learn what is just

in societyl%nd beautiful in Neture and Order of
the World.

He declared that it is not only intellect that dis-

1

tinguishes the philosopher, but z heart and a resolu-

1

tion, thus turning again to his belief that the beauty
of sentiments constitutes the highest order of beauty.
He believed that a philosopher shculd aspire to a

just taste, and carry in view the standard of beauty,
which 1s harmony with mankind and society, accorde-

ing to his natural rank. Thus by following the pre=-
cept, "Xnow Thyself," one is enabled to understand
aid, at the same time, perfect the taste by turn-

ing away from all that is unnatural in art, morals,

" and mannerse.

14 Characteristics, Vol. I, p. 283

Ibid, Vol. III. p. 161
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Shaftesbury believed a knowledge of chronology
and geography also esgential in the formation of a
just critical facultye He believed that ignorance
of these two subjects was responsible for many
crudities in the taste of Englishmen, and he accused
them of a contemptuous disregard of foreign and ane
cient cultures. He understood that they considered
this a form of patriotism, but while he conceded
thaet the greatest of human affections was the love
of native land, he argued that love for country and
countrymen should be extended toc include the whole
world and all mankind. By their patriotism the LEn-
glish people hinder their development of taste. A
little interest in ancient civilizations would be
enough to convince Inglishmen of the striking par-
allels in the development of cultures, and would ase
sist materially in developing their own taste. The
early style in both Ancient Greece and lMedieval
fSngland, he declared to be coarse and homespun; then
it became pedantic; and until & very late stage of
development, florid and figurative. With the height
of classical development, the Grecian style grew
natural and simple. ©Shaftesbury attributes this de-

velopment to the fact that their poets did not con-



43

form to popular demands but abided by their standard
of truth to nature. They drew the Tulgar taste to
conform to their own high standards. In England,
chaftegsbury believed that the authors catered to the
vulgar taste through the demands of the book seller
and the printer, who chose the style that they be=-
lieved most remunerative. This naturally did great

harm to the developing of public taste which Shaftes-

o

bury believed would be neturally very good if not per-
verted by these book-makers. ILe cited the popularity
of the Shakespearean pleys as proof that the public
was not so much at fault as the manners of the poets.
ingland, he said, needed another Cervantes to destroy
the monstrous Gothic style of the stage and of the
literature.

Shafteeburj lamented that the British race still
retained remnants of their barbarism, which was most
visible in their taste, and he decried the fact that
the youth of Ingland drew sll their taste of life
ffom the stage and the literature that showed the ef-
fects of this barbaric taste.

Reforming this public taste, Shaftesbury thought
to be the business of the professional critics, and

forthwith he espoused this cause, with all the fer-
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vour he possessed.

-y

Wwe presume not only to defend the cause of critics,
but to declare open War against these indolent supine
sAuthors, Performers, Readers, Auditors, Actors, or

Spectators: who making their Humour alone the Rule
of what is Dbeautiful and agreeable and heving no ac-
count t

.o give of such their Humour or Qdd TFancy, ree=
ject the criticizing or examining Art, by which alone
they are able tolgiscover the true Beauty and Worth
of every Objecte.

1

6Characteristics, Vole III, pe. 165



CHAPTER FOUR
THE SIGNITICANCE OF SHAPTESBURY'S THHORY OF ART AS

A BASIS OF LITERARY CRITICISH

Shaftesbury velieved criticism to be the oﬁly
instrument whereby a perverted taste might be re-
formed and an unformed taste might be properly di-
rected. e believed, too, that those Who had by
pains and effort formed a correct taste, were under
a morel obligation to those whose tagtes were not
80 happily perfected. His burning desire was to cor=-
rect the taste of his countrymen, and because of
this be became profoundly interested in the develop=-
ing school of literary criticism as the meéns most
likely to achieve his purpose. L1t was in connection
with his theories of literary criticism that he
evolved his theories of art.

Al though Shaftesbury believed that the standard
of beauty is based on the principle of utility,----
in that he believed that what is nsturel is both the
most useful and the most beautiful for the species
concerned,---- and although he believed that nature
itself is at once proof of our divinity and the

source of all beauty, he thought that art should im-
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prove upon nature by a strict conformation to whet

is most general, to the exclusion of individualistic
details. The same thing thet produces individuality
in nature, will, if copied too closely, result in
freakishness and monstrosities in art. In this con=
nection, he recommends an acquaintance with "poetic
truth® which congiders the character of the whole
race of man, rather than that of the individual. Un=
less poetic truth, with its just observance of natural
laws, is visible in a work, 1t cannot be seald to be
true art. Shaftésbury criticizes literature and
other forms of art, then, on the basis of the natural
and the unnatural, and on the evidence of a knowledge

of poetic and historical truth.

llow the variety of Hature is such, as to distin-
guish everything she forms, by a peculiar original
character; which, if strictly observed, will make
the Subject unlike to anything extant in the world
besides. But this BEffect the good Poet and Painter
seek industriously to prevent. They hate minuteness
and are afraid of singularity, which would make their
Images, or Characters, appear capricious and fantase
tical. The mere Face painter, indeed, has little in
common with the Poet: but like the mere Historian,
copys what he sees, and minutely traces every Feature,
and odd mark. 'Tis otherwise with the men of Inven-
tion and Design. 'Tis from the many Objects of Nature,
and not from a perticular one, that those Genius'
form the Idea of their Work. Thus the best Artists
are said to have been indefatigable in studying the
best Statues as esteeming them a vetter Rule, than
the perfectest human Bodys could afford. And thus
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some considerable wits have recommended the best
Poems, as preferable to the best of Historys, and
better teac&in the Truth of Characters, and Nature
of lankinde.

o
—

In Considéring Shaftesbury's conception of art,
1t 1s necessary te recall his theory that enthusiasm
or inspiration is that which identifies in our mindé
the presence of beauty. &s he congidered Hature to
be divine and all her aspects evidence of harmony
and beauty, he naturally bvelieved the lhighest inspi-
ration or thé "divine enthusiasm®™ to be felt only
when the object considered gave evidence of its har-
mony with Nature by symmetrical proportions. And that
which 1s most symmetrical is at once the most beauti-~
ful and the most useful forthe purpose for which it
is designed.

The relation of his theory of art to his theory
of beauty scems at first a trifle conitradictory to
the general tenor of his philosophy. In compering
the merits of the artistic and the natural, Shafteg=-
bury affirmed thet nature lacked the perfection and
grace that art displayed. This, however, runs

- parallel to the generally accepted belief of the age

Characteristice, Vol. I, pp. 145
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that man's ratioral powers are superior to any other
natural endowment, for Shaftesbury considered "Art"
to mean the reflecticn and thought by which man

raises the variableness of nature to its standard of

D

o]

erfection. He believed that it was by art alone that

[¢

men was able to rise zbove the level of animelsg. He
offered an example of his conception of art when he
compared the bearing and deportment of a rustic with
that of a cultured person of the same natural endow-
ments. The rustic, ke thought, no meatter how graceful
and comely by nature, cannot compare for a moment with

the other. He applied this theory still further when

7

he stated that among people of a liberal education,

=3

ol

=

those who were trained in youth come nearer perfect

than those whose treining and education were neglected

o

until later in life.

Shaftesbury kelieved, also, that 1t is not the
physical aspects of the work of art that is admired,
hut the evidences of & mind behind the physicel. This
takes us back to his classification of beauty, in
which he divicded it into three classes, "dead forms¥

¥the forming forms", and "the Supreme and Sovereign

Beauty". The dead forms, which are in the lowest order,
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include natural beauty and works of art, which Shaftes-
bury contended were admired not for themselves, but
because of the art they displayed, which he defined
as Wthe effect of mind%. Mind itself, he argued,is
no virtue of the being that possesses it, but is an
evidence of the principle and source of all beauty,
Ged in Hature, or fzture in Gode Thus, Sheftesbury
contended, Art is another instance of & divine inspi-
ration, &nd resolves itselfl into the last and supreme
order of beauty. "Architecture, lusic, and all that
is human Invention, fesolves itself into this last
order.“z

From this, Shaftesbury proceded to one of his
most important theories. “ince art is the evidence
of the divine in mean, no art is created without a
divine inspiration. "A poet can do nothing without
the imagination or supposition of divine inspiration.“3

There are, of course, ro means of determining
whnen 8n inspiration is divine except through an exanm=-
inatibn of the works of art that are executed under
its power, and these can be considered beautiful only

when they call forth in the observer a kindred feeling

% Characteristics, Vol. II, p. 40C8.
Ibid, Vol: I, p. 51
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of divine enthusiasm, which he describes as follows:

There is Power in Numbers, Harmony, Proporticn,
and Beauty of every kind, which naturally captivates
the Heart, eand raises the Imagination to an Opinion
or Conceit of something majestic and divine.

Whatever this wubject may be in itself; we can-
not help being transported with the thought of it.
It inspires us with soemthing more than ordinary and
raises us above ourselves---Without this, we could
not so much as eadmire a Poem, or a Picture; a Gar-

den, or a Palace; a charming shape, or & fair Face.4

Here it becomes apparent that Shaftesbury's
“"divine inspiration® or ®"Imaginetion of something
majestic and divine® corresponds in function to the
¥lyrical intuition" that has been more recently de=-
fined as "“art®. This "lyricalY or "“pure intuition"
is opposed to all other mental activity, and it must
not only prove its existence by inspiring all works
of art, but must arouse a similar feeling in the breasts
of those who came in contact with a work of real art.

Shaftesbury recognized the fact that his "di-
vine‘enthusiasm“ should be both a ceusal and a re=-
sulting factor of all works of art, tut hé did net

realize that art itself was anything so subjective.

4
Characteristics, Vol. II, pp. 30-32
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He believed firmly that there were certain rules by

-

which art might be mastered. This belief grew out
of the theory that the enthusiasm for beauty was
aroused only whern symmetry and harmony were attained,

thus proving the relation of the piece in question with

(o]

7

the harmony of nature.

In gll the plastic Arts, or Works of Imitetion
"Whatsoever is drawn from Nsture, with the intentiouns
of reising in us the Imagination of the Netural Species
or Object, according to real Eeauty and Truth, should
be comprised in certain complete Portions or Districts,
which represent the correspondency or Union_ ol each
part of Wature, with entire llature nerself M

To achieve the effect of Hermony, Shaftesbury
stresses unity of design. This is not to be conceived
as a matter that concerns only the visible proportions
grasped by the eye alone, but involves a krnowledge
of humen nature or philosophy, and of moral and poetic
truth, for harmony is achieved only by a yielding of
details to the principal design, and this prohibits
& strict copy of nature even while it entails a knowl-
cage of natural laws.

-

A painter, if he has any Genius, Understands the
Truth end Unity of Design; and knows he is even then
unngtural, vhen he follows Nature too cloge, an
strictly copys Life. TFor his Art allows him not to
bring all HNature into his Piece, but a Part only.

6
Characteristics, Vol. III, p. 389.
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However, his piece, if it be beautiful, and carrys
Truth, must be a whole by itself, complete, indepen-
dent, and withal as great and comprehensive as he can
make it. ®©o that Particulars, on this occasion, must
yield to the General Design; and all things be subser=-
vient to thet which is principal, in order to form a
certain BDasiness of Sight; a simple, clear and united
View, which would be broken and disturbed éy the EXe-
pregsion of anything Peculiar or distinct.

To determine whether a piece of art exhibits
evidence of a knowledge of poetic and moral truth, it

must be judged on the basis of "natural®™ or “unnaztural®,

for a too strict adherence to one individual specimen

[&]
F

nature results ir an unnatural and fantastic effect.

Sheftesbury believed that facts were sometimes so un-

6}

usuel as to be highly unnetural, and therefore should

™)

be judged as deceit, while fabrications often contain
poetic and moral truth because of their conformation
to natural laws. TFor this reason, Shaftesbury believed
that a cultivated taste rejected all art but thet which
seems of nature's formation, as truth alone is accounted
as beauty.

Shaftesbury's theory that art should conform to
naturé is sigrnificant in that it establishes an objec=-
tive criterion of beauty and at the seme time places

art, as well as besauty and taste, on a utilitarian

basise.

6
Characteristics, Vol. I, p. l42.



Thus Beauty and Truth are plainly joincd with the
Wotion of Utility and Convenience, even to the appre-

-2

hension of every ingenioug Artist, the Ardiitect, the
otatuary, or the Painter.

The theory of an objective criterion is contra=-
Gictory to his theory that works of art are admired,
not tecause of their physical appearance, but because
of the evicence of mind behind the work, since it
pleces art in a position where it must depend upon
externsglities for its discernment. As would be ex-
rected, Shaftesbﬁry follows this naturalistic tenet
with another equally objective. In common with the
other thinkers of his age, he comnsidered art not as
a unity, btut divided into several "Arts%®, He refers
to them as the "Plastic Arts%, and "iorks of Imitation®.
In reviewing the history of art, he describes the es-
teblishment of the standard in poetry, and then in
the other “Arta“.

From Music, Poetry, Rhetoric, down to the simple
prose of History, through all the Plastic Arts of
Sculpture, Statuary, Painting, Architecture, and the

rest;  everything Huse-like, graceful §nd exquisite,
was rewarded with the highest Honors.

Thesge theories from the naturalistic zesthetics

;Characteristics, Vol. III, p. 181
Ibid, Vol. IIT. p. 139
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were in harmony with the general beliefs of the times,

7}

andé are not significant except as they show his rela-
tions to his periode. His important contribution to the
philosophic concept of art, came throﬁgh his emphasis
on the necessity of a "Divine inspiration" and on the
subjective theory that art is not admired for anything
except for the evidence of mind.

Since art is discerned only by the most refined
of tastes, Sheftesbury considered it to the advantage
of everyone, artist or laymwan,.to support the institu-
tion of criﬁicisﬁ, ag it is only by means of criticism
that the Tull development of art and good taste may

be experienced and enjoyed.



CHAPTER FIVE
THE CRITERION OF NATURE IN SHAFTESBURY'S THECORY OF

LITERARY CRITICISM

Since Shaftesbury believed thet the possession
of a correct taste is zbsolutely essentizl to human
happiness and welfare, and since he believed that
this taste could be ceveéloped only by the practice
of criticism, it follows that he congidered the
work of the critic to be of the highest importance.
Art itself, he thought, could not exist without
criticism, and for that reason he believed that the
cause of artists and of critics were one, and that
each group should support the other. The failure
of literary men to welcome criticism could indicate
ornly a feeling of inferior workmanship.

Nothing grieves the real Artist more than the
Indifference of the Public, which suffers work to
pass uncriticized. Nothing, on the other side,
rejoices him more than the nice view and Inspection
of the Accurate Examiner and Judge of Work. 'Tis the
mean ‘Genius, the slovenly Performer, who knowing noth=-
ing of true Workmanship, endeavors by the best outward

Gloss and dazzling Show, to turE the Bye from a direct
and steady Survey of his Piece.

Characteristics, Vol. I, p. 235.
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He stated his intention of devoting himself whole-
heartedly to the cause of the critics, and declared
that instead of being the destroyers of culture, they
were the props and pillars of the building of art
which without their support would undoubtedly crumble.

For this reason we presume not only to defend
the Cause of Crities; but to declere open War against
those indolent supine Authors, Performers, Readers,
Auditors, Actors, or eopectators; who meking their
Humour alone the Rule of what is beautiful zand agree=
able, and having no account tc give of such their
Humour or odd Iency, reject the criticizing or exam-
ining Art, by which alone they are zble to,discover
the true Beauty and Worth of every Object.”

These authors cften excuse themselves from criti=-
cism by asserting the right of an artist to be free
from all rules and regulations and by asserting their
art digstinct from that of the critic, justifying
themselves by the statement that no writer of any
genius would stocop so low as to practice criticism.
Shafteshuily, however, contended that every writer
need not be a critic, but thet every critic of litera-
ture-is bound to show himself capable as a writer since
his place as a critic depends on his ability to prove

the principles he asserts. The best writers in history

2
Characteristics, Vol. III, p. 165
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he believed to practice self-criticism, and he de=
nounced the writers of his own nation with withering
comments for rejecting criticism. He declzred that
the pitiable condition of the public taste exemplified
by the literature of the times was a result, not of

a lack of knowledge, but of & lack of honesty on

the part of the writers. The criticism contained

in Y"The Rehearsal® and "The Art of Poetry" exhibited
evidence that the writers themselves are plainly

aware of the rules of art and that it is only a desire
for easgy populerity that leads them to such ignoble
performances.

If in reality both critic and Poet, confessing
the Justice of these Rules of Art, cen afterwards in
Practice, condemn and approve, perform and judge; in
& quite different manner from what they acknowledge
Just and true: it plainly shows; that, tho perhaps
we are not indigent in Wit; we want what is of more
consequence and can alone raise Wit to any Dignity
and Worth; even Plain Honesty, Manners, and a Sense

of the lloral Truth on which Poetic Truth snd Beauty
must naturally depende.

The Bnglish author, Shaftesbury asserted, wishes

to be considered @above the rules of art. He wishes

to be thought all genius, in that he docs not need to

Characteristics, Vol. III, PP. 281-282
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study or labor to produce artistic work. Because of
this conceit, he thinks it necessary to decry the
judgments of critics and he, himself, writes of art

in such a manrer that the ordinary recader is too
confused to dare to question the merits of his work.
Thus, he not only hinders the d evelopment of a good
taste in his countrymen but impedes his own progress
in artistic development, becazuse this lack of a de=-
manding and critical taste naturzlly places limits

on his art. The reletion of author and reader offers
a particularly vicious example of the ®“vicious circle"
as the author does nothing to improve the taste of the
public, who, in turn, demand from the author such
absurd style and content, as tc ruin the author's hope
of ever meriting the title "artist".

In our Days the Audience makes the Poet, and the
Bookseller the Author: with what Profit to the Publiec,
or what Prospect of lasting Fame and Honour to the
Writer, let anyone who has Judgment imagine.

Shaftesbury compared the attitude of his conten=
porafies with that of the early poets of Greece, who

did not comply with the demands of popular taste, but

4
Characteristics, Vol. I, p. 264.
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fcllowed truth and nature. Upon these just proportions
the taste of the whole nation was soon formed and their
place was assured in the culture of the worlé. Shaftes=
bury thought that their naturalness and simplicity of
style could not be attained by accident, but were rather
the result of continued labor and polishing. Iorwere
the artists willing that any one should think their work
the result of a happy chance, but were quick to ackno®le
edge that pains and labor were responsible for their
accomplishment. 'Shaftesbury believed that the reluc-
tance to really labdr and to admit the effort was one
of the chief causes of the failure of Englishmen to
produce any great artistic works.

As a means of correcting this false ideal in art,
Shaftesbury directs to English authors a great deal
of advice. The substance of this has already been set
forth in connection with his theories of taste and art,
but a brief résumé will be given here.

The skill of writing, according to Shaftesbury, is
founded on knowledge, good sense, and the rules of art
found in philosophy. He considered philosophy (knowl=-
edge of self) to be the most important and that the
other two requisites naturally depended upon it, for,

to Shaftesbury, knowledge of self contained the key
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to all mysteries of Human nature. @Without this knowl-
edge, no estimetion of manners, morals or mind caen be
just. "He who deals in charzcters, must of necessity
know his own; or he will know nothing.“5 In order to
facilitate this understanding of human nature, Shaftes-
bury advised the author to practice soliloquy and cone
versation with others, always with the view of analyze
ing each passion and sentiment, and appraising it at
its true value and meaning.

Shaftesbury advised the writer to remember that
he is never anything more than a copyist after Nature.
He believed that it is the very nature of man to reject
the unnatural in art as wellas in morals and actions,
end to turn to the naturel with plecasure. ©ince he
considers virtue (which he sometime uses interchange-
ably with 'sentimentality') and truth the most natural
beauties in the world, he advised authors to search
after truth and honesty. Truth he divided inthree
kinds: "Moral truth™, "historical truth"™, and "poetic
truth®.

"Mloral truth" incluces of course, "Wirtue®, and
Shaftesbury believed that a knowledge of moral truth

is more essential to a writer than to a divine. The

Characteristics, Vol. I. p. 189
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composger of religiocus discourses has the advantage of

a legitimate right to use the supernatursl, and may not
te questioned by the rest of humanity; but the poet, or
"oenteel writer" must be perfect in moral science, for
poetry must be as near ag possible to moral perfec-
tion of Nature. He added that if sermoms were re-
gtricted to those that were artistic in execution, it
be fatal for Christianity. Pastors might have

a right to perform indifferently, but indifferent
writers he declared to be as intolerable as mediocre
fiddlers aﬁd paintefs.

Besides the “knowledge" and "good sense" that a
close zcquaintance with human nature must give, the
writer must have the ideal of perfection in his mind
when he attempts to write. Iven though his intention
is merely to satisfy popular demand, he will fail
miserably unless he has this inspiration and feeling
of beauty and harmony to sustain him.

Tho his Intention be to please the VWorld, he
rmust nevertheless be, in a manner, above 1it; and
fix his Bye upon that Consummate Grace, that Beauty
of Nature, and that perfection of Numbers, which the
rest of Mankind, feeling only by the Effects whilst
ignorant of the Cause, term the Je ne sais gquois,
the unintelligible, or the 'I know not what'; and

suppose to be a kind of charm, or Enchantment of
which the Artist himself can give no account.®

6CharacteristicskVol. I, p.332
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And what could this je ne sais quois refer to other

than the "lyric intuition% that pervades all art, and
which by obtaining recognition, proves at once the
inspiration and worth of each individual work of art®
shaftesbury believed it to be the final and supreme

requisite of a work of art and referred to it again

Shaftesbury sdvised authors to test their in-
spiration by the standard of naturalness. He be=
lieved that since inspiration holds an element of
divinity, the result of it should never be against
natural conformations. He cited the instances of
purported divinely executed palintings in the ancient
churches of ZEurope, and stated that while he would
heve had no occasion to doubt the divine origin, had
the work been as near perfection as that of Raphaél,

h

W

could not but think it contradictory to 81ll common
sense that a heaven-guided pencil could be guilty

of such lame performances. The same applies to any
piece of art; if the piece is to he designated as
"art®, it must show evidence of divine inspiration,
and divinity of any sort, submitting itself to the
demands of a human art, would not sin ageainst the

art by expressing falsehood and error and unnatural
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proportions. DBecause of this belief, Shaftesbury
condemned the poets of his age for pretending to be
guided by divine powers when their work gave ample
evidence of ignorence and falseness to nature. HLe
declared that so long as the medium of written lan-

guage is used to express their thoughts, their work

[42]

would be subject to the rules, and bound to the ef=
fedts, of the elements of speech, the alphabet,and
grammar. DBecause of this, he believed the reader
to be always superior to the author, since there is
no piece of literature written in human language
thet is above human criticism.

For if the Art of Writing be from the grammati-
cal Rules of human Invention and Determination; if
even these Rules are formed on caésual Practice and
various Use: there can be no Scripture but what
must of necessity be subject to the Reader's narrow
scrutiny and strict Judgment, unless a Language and
Grammay, different from any of human Structure, were
delivered down from Heaven, and miraculously accomo=-
dated to human Service and Capacity.

®ince the suthor is bound to be subject to the
criticism of the reader, Shaftesbury believed him to

be of the second rank of mankind. He felt that a

recognition of this inferiority was necessary, both

Characteristics, Vol. III, p. 229
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to reader anc author, to safeguard the taste of the
reading public, and to serve the interest of all art.

Let the Reader withal consider, that when he
unworthily resigns the place of Honour, and surrenders
his Taste, or Judgment, to an Author of ever so great
e npame, or venerable Antiquity, and not to Reason, and
Truth, at whatever hazard; he not only betrays himself,
but withal the common cause of Author and reader; the
Interest of Letters and Knowledge and the chief Lib-
erty, Privilege and Prerogative of the rational paxrt
of mankind.

Shaftesbury was not always satisfied with the
r6le of partisan in the conflict arising over criti-
cisme He not only defended the rights and needs of
critics in general, but occasionally entered the
mélée himself, in order to deliver a few thrusts per-
sonally. lMost of these were judgments based on his
standard of Nature, and under his own classification
of Ypoetic manners and truth®. He condemned because
it was unnatural; he commended because it was "like
Hature's own".

All that is unnatursl, Shaftesbury classed as
"Gothic", or "lMonstrous", and believed to be charac-
teristic of the barbaric period of the Anglo=-Sazon

trives, and sadly out of place in the eighteenth cen-

tury, the Age of Reason.

Characteristics, Vol. III, p. 250
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May not I be allowed to ask, 'Whether there res
mains not still among us noble Britons, Something
of that original Barbarous and Gothic Relish, not
wholly purged away; when, even at this hour, Romances
and Gallantries of like sort, together with Works as
mongtrous of other kinds are current, and in Vogue,
even with the people who constitute our reputed Polite
World®?!

gince the Gothic style could only be admired as
a result of a false taste, a taste that finds pleasure
in the outward manifestations of beauty, to the ex-
clusion of the enjoyments of the mind, any contrivance
that appeals only to sensory perceptions of beauty,
is unnatural in that man's most nztural good is found
in pleasures of the mind and sentiments.

Chief among the unnatural devices of writers
chaftesbury placed the use of rhyme. He commended
the success of the dramatic poets in eliminating this
nongtrous ornament, and deplored the false manner of
other poets.

But so much are our British Poets taken up, in
seeking out that lLonstrous Ornament which we call
Rhyme, that 'tis no wonder if other Ornaments, and
real Graces are unthought of, and left un-attempted.
Howev.r, since in some Parts of Poetry (especially
in the Dramatic) we heve been so happy as to triumph
over this barbarous Tgste; 'tis unaccountable that
our Poets, who from this Privilege ought to underteke

gsome further Refinements should remain still upon the
same level as before.

%Characteristics, Vol. III, p. 254
01piq, Vol. III, ppe. 264-265
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Shaftesbury advised,too, that the poet select
his words carefully with an ear foxr their consonant
sounds, since the Lnglish language is liable to un=
pleasant and shocking consonant sequences. He con=
demned the indiscriminate mixture of compounds of
Greek and Latin origin and of monosyllabic-Teutonic
wordse. His negations concerning all ornamentations
seem to suggest a direct relationship with the Ro-
mantic's desire to do away with all so-called "poetic
diction™, and to establish in its stead the lan.uage
and manner of every-day speech. Hig feeling of in-
tellectual aristocracy places an impediment in the
way of accepting this as a real resemblance, however,
for instead of the language of every-day speech thet
included speech of the most humble people, =haftesbury
would probably include only the "Virtuosi® and the re-
mainder of the "genteel® tribe. His slight contact
with the "vulgar® class as he called it,had probably
never impressed him, except as to their dangerous ten-
dency toward enthusiasm, which leads to fanatisism,
bigotry, et cetera, and which inevitably results in
the"annztural® in manners énd actionse.

Shaftesbury's attempts to criticize literary
works on the basis of language, according to "sim-

plicity", or "ornateness", could not be successful,
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since the philosophy of languzge is not based on the
physical, but on the effect on the mind, and as such
is identical with art. It could not te ornate in the
sense of containing ornements that are extraneous or
unnecessary, because what are judged to be ornaments
are of necessity a vital and integral part of the
whole, since expression, can be “adorned" only with
itself.

Connected with Shaftesbury's effort to classify
the type of langﬁage that might be called "artistic®

in hies classification of literature on an empirica

-~

g

asis of feeling. He gives some a ccount of the natural
evolution of styles from the first writings executed
in the "miraculous"™ or "sublime" style. Later this

solemn menner was adopted by the tragedians, and as it

D

became more unnestural, comedy was originated as a means

(

of control. Comedy may be divided into the "satiric®
and the “comic", the "satiric" being the tool of the
mean spirited man of law birth, while the "comic" is
the tool of his better-nztured neighbor. Later,»as a
"

tandard of art developed, the simple style

C™

higher s
evolved. The tragic, the sublime, and the simple styles
he believed to be properly the tools of the authors

of great and nobtle natures. Greek criticism was de=
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livered in the methodic method, but he considers this
style unsuitable for an artist. Nue of these styles
except the "comic" would be a successful means of
criticism. Jthe Ysimple" he condemned as not being
suited to the as yet unformed public taste. The "sub-
lime" furnishes subjects enough for criticism, but
itself does not afford manner or means. The methodic
he considered unnatural, just as @ny other dissection
would be, and as practiced in his time, he thought it
more tiring than the metre of an old ballad.

In this reference to "kinds", Shaftesbury does
not attempt to establish any arbitrary rules of com-
pogition, or aesthetic criteria for judgment, but merely
senctions by use the practical and useful classifica=-
tion on the empirical basis of feeling. The classifi=-
cation itself<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>