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CHAPTER ONE
INTRODUCTION

Any system of esthetics offering e solution to the
sources of beauty demands more than passing interest, and
John Ruskin's theory set forth in the first two volumes of

ode Painters, published in 1843 and 1846, received ite
gshare of attention during its century. Since that time it
has been greatly discredited, and perhaps Henry Ladd in the
introduction of his book, The Victorian Morallty of Art,
published in 1932, has expressed the present general opinion
of Ruskin's esthetic system when he wrote: "Ruskin's theory
of art 1s at best a monster -~ no expatiation upon 1ts vire
tues, manifold as they are oan msake it matter of fact or
eommon sense”, (1) And we might say here that Ruskin in his
desire for comprehensiveness hes in many places the d-fect
of over-enphasis, Yet in spite of this defect no system cone
taining enough truth to help us formulate a clear idea of
esthetic pleasure is monstirous.

Ruskin's idea of the objectivity of beauty is indeed one
that 1s given little place today in art, music, or literature,
It 18 a serious affair that art, muslc, and literature have
been all too much corroded in our times, for instead of influe
encinc their patrons for good as they should, they have too
often been the source of evil, Only when the zrts flourish
hand in hand with beauty are they beneficial, and when this

1, Henry Ladd, The Victorisn Morality of Art, 2,
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beauty 1s denied they cease to fulfill their end,

dow if thare 18 nc norm of beauty then the sup:orters
of one opinion have as much right ‘o their ileas zs the
supportera of another, but if there 13 a norm t:en that norm
is to ba Tollowed at all times and by all who are true crt-
ists, And if the present divergent schools of thoucat on
the question had little or no influence no hesrd would need
be ziven them as they would be quite harmless, I“he fact
18, howaver, that these groups, all o” which mrke beauty sube
Jective, have a wide following and their subjectivism has a
fare-reachins arm, Alfred Noyes atteate to the influe~nce of
Bucin 2 group in literature in his recently published book,
the Edge of the Abyasg,

Art expr;ases 11fe and the 1ldees of the livin-, acting
man, and as art does and thinks so often does mnzn 4o and think,
and subjectivism in art which begins wilth the few easily
spreads itself to the many., Ideas expreesed in literature
often become the 1deas that guide whole natlons, and if these
ideas preach a lalssezefaire doctrine in thouzht and morala,
this laissez-Taire doctrine soon becomes the rule of whole
groups of peoplej and if whatever pleases 1s the valld norm
of art, whatever pleases cah a8 easily be the valid norm of
life,

If 1ife 15 only a matter of how one regards it, one may

regard dishonestys greed, and lust as most pleasureatle and
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be right in doing so, If moral freedom brings pleasure with
one or another sort o” sin, and if vleasures of “his sort
are desaireadble, so toe 1s the moral fr-edom t--t brings thenm
since 1t 1~ but a means Lo zn end considered ocod, Ard there
1s a re2l connection betwesn the fres~dom in th~ ide-s of
pleasure “ro~ nrt and the ideas 0" plezcur~ in life, sinae
art h»lps to feed 1ife, It would b~ wrons to 32y thrt morale
ity in the 1ife of a people can >lways be mearsured accurately
by mor~-11%4~ in thelir art, but 1t 1s not wrone to sny that
imrorslity in art eazn 4o much to incr-cse immor . 1ity in man=
kind,

3ine~ thioc be true, as it 13, we should welcomr a system
thot prononas 2 system as to the constituents of e~sthetic
pleasure, a system which purport~ to zive us a scale which
will guage beauty. “uch a system we belirve Turkin held, and
we thint too thot were this system appli~d to crt, musle, ané
literatura, much that 1s gross and ugly could be sift~d away
with the result that much Srossness and uzliness in 1ife might
be turned to the truly good ané beautiful, 'L

In the fevelopment of this work we wilf ﬁave occasion
to mention what various eritics ihir concerning the value of
Ruskin'c work., It is impos-ibl~ even to attempt Lo ive a
thorough idez of 2ll that hae been written concernin:s him,
We will therefore offer only such crlticisms thoti seem necesse
ary for the develcpuent of this work,

The influence of art on 1life has z2lready been pointed out,
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and i1t has been asserted that Ruskin's syetem is a logical
one to use in determining what ic worthwhile in paintinc-,
nusic, and literature,

We intend to show only that Ruskin's system 1s appliea-

ble to literature, and will consider in particulaYy its
application to éwo literary forms, the novel and the poem,
We have chosen thecse forms not becau;e we believa‘;;;;—;aint@
ing and musie.no longer exert a consideradble influ~nce on
1ife, but because we feel that the influence exerted by reade
ing s greater, It 1s a faot that more attention is  iven

to lit~rature in the educational processes than tc painting
and musie, It would seem too that in later 1ife there 1s
more ¢-nger of harm beling done th-ough =z lack of appreciative
povwers in literature than in cther arts,

The reading of outstandin_: novels and of poetry 1s begun
when the student 1s 2t an early age, All too often this
reading is to0 ocursory, and beeause of this the student fails
to acquire a taste for bestter reading. 'e feel that th~ super-
ficiallity of the reading and study of the works conslidered
is the chlef cause for the want of a greater liking for 1lite
erature in all too manys. We feel too that thils superficiality
in reéding is due largely to the failure to apply to the
works read any plen that would bring about a better understands
ing of them and their beauty. e pro-ose to show that luskin's
theory 1s applicable to the-novel and poem and not only acts

as a test in Judging them, dbut is as well a plan capable of



helpin: the student to make an interesting and thorougn
analysis of the works resd.

Perhaps at no time has there been so great a number of
utterly worthless and even harmful books presented to the
preading public as in our own age, Because th-re has not been
8 nuéfﬁcient training in the judging of books many o these
books have received wide acceptance, .e hear 1t sald that
thesy are pepresentative of real life, and that the characters
deploted in them are to be found among the people ol every
town and village. This may be all too true, but real harm ia
done when the reader falls to recognize that such realitles
and characters are only moral defomities, Lven thoush they

re astual beings, they are not bessutlful; no more good can
eome from the éonstant reading of books having such characteres
then could come from & constant contemulation of physical
deforuities, :hile it may be true that therec are entirely
vielious people who delight in ro$d1n5 gsuch books, we like to
think thap many read them through ignorance and only because
their training in reading has not been sufflclentily comprehene
sive to make them appreciative of the truly worthwhile,

Since 1- 418 true that there are today n.uberless worthless
books being sold and read, there is evident need of a system
such ae luskin's for the oriticism and judging of boois,

In presenting the system Ruskin's 1life 1s first traced
through ite earlier y~ars to the time when he completed the
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firet two volumes of Modern Painters. As Ruskin published
these volumes while still a young man and lived to be an old
man, there is much of his interesting life that is not treat-
ed for interesting though his later years were they had no
influence upon Ruskin as the author of these first two volumes,
In the treatment of his life we will point out these events
and influences which we believe to be important in his devel-
opment,

Following the consideration of his early 1life, therer will
be in the fourth chapter a study of the sources from which
Ruskin aequired his netiones concerning ~sthetics. DBesides
oconcerning these influences, the similarity between Ruskin
and other writers on esthetlcs will be given some space.

Chapter five treats of Ruskin's esthetic theory in gener-
al and chapter six gives an outline of his whole system, A de-
talled study of his theory of beauty iz begun in the seventh
chapter which concerns itself with the theoretic faculty. 1In
the following chapter the imaginative faculty is explained,
Chapter nine contains Ruskin's views on landscape and includes
some of his notions of the weaknesses of the art of his times.
The material for this chapter is taken from the third v.lume
of Modern Painters and i1s included in this work because it 1e
felt that it gives ideas which will make easier the application
of the theoretic and imaginatlive theories,.

Many causes have been responsible for the criticism of



Ruskin's theory, and several of these causes are mentioned

in chapter ten. 1In chapter eleven is & plan of his theory

of beauty to be used in the analysis of the novels and poems
considered, This plan is not a short one and may be criticized
for its complexity, but any plan of so complex a theory as
Ruskin's must itself by complex. We will point out after

the application of the plan that its comple:ity 1s r=ther an
advantage than a disadvantage.

The anzlysils of three novels, The Scarlet Letter by
Nathaniel Hawthorne, The Return of the Native, by Thomas

Hardy, and W“lndswept by Mary Ellen Chase 1s in chapter twelve,
The Scarlet Letter end The Return of the Native were chosen
for analysie because they are commonly read in high schools
and colleges, Windawept was chosen because 1t is & modern
novel and a recent besteseller. In the analysis of these
novels quotations are given to portray each of the qualities
pointed out, These quotations are, of course, but a few of
the many that might be given in each instance, It was deemed
better to offer a few quotations showing each quallity rather
than merely to point ocut the existence of the quality lest the
latter method seem to arbitrary.

Chapter thirteen contains the application of the plan to
Tennyson's The Lady of Shalott. This poem as the first two
of the abovee-mentioned novelg is commonly read in schools.

The method of analysis here is quite different from that employ-

ed in the analysia of the novels but is equally as thorough;
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and 1a, we bel'ieve, a method th-¢t can .e used in the analysis
of any poem ascording to Rﬁekin'a plan,

It 18 well to note heré that the three novels and the
poem chosen for analysis ares assumed {0 possess besuty. The
purpose of the analysis ls not, therefore, to attempt to
prove th=1ir beauty, but to show that Ruskin's theory is a
working asystem and one capable of pointin- out besauty whers
it exlats, It followa, of course, that the absence o~ beauty
would be deteated 1f 1t 444 not exist in 2 work suhbhmitted to
a teat by this the .ry.

'hen we use the phrase, “the objectivity of beauty",
we understand that besauty is in .the objeat and not in the
mind, Beauty itself is intultively grasped, dut this intuitive
grasping of th~ besuty of any object 30es not at all tell us
why the objrct 1s beautiful, Before we can assert the veasons
for the tesuty of the object 1t is necessory to test it for
certain qualities, e hold thst the quslities proposed by
Ruskin are Lest fitted to determine the dbeauty of any given
ob jeot,

Ye do not infe- that this system can in any way give
beauty, but we do assert that it can augment and cultivate the
taste for the beautiful, This 1s one of the purposes of
education ~ to cultivate the tsste for the beautliful, It
is rfor this purpose that the best works in literature are
offered to the student that he may acquire a tast~ for the

best in literature early in life and continus to cultivate it
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alwaeya, +hrn education fails to glve this t&ste for litera-
ture it h-a falled to & certal- degree,

In considering Ruskin's theory we have recognized it as
the work of an art critic rether than that of a philosopher;
nor do we make any clzims, as “uskin himself never made any,
that he is & philosopher, This view 1c  ~nerally r-cognized
and ‘ather Callahan writing of Ruskin sayst "Perhaps iv is
hardly fair to treat the doctrines of Ruskin from taue strict
philosoplic standpoint”,...s’uskin was "preeminently an art
eritic”. (2)

Art in the genrral Etnglish interpratation of the word
referg to pzinting, and it was in thla sense that wuskin cone
sldere.i the terme 1his ls peraaps one of the reasons why
his theory has not won wider acceptance, Not only did he
eonfine himsel. to the conaideration of palanting but he con~
fined himself primarily to the considerationaand deiense of
one man, Turner,

Our endeavor is to show that his theory is as applicable
to literature as to arte [he itheory is objrctive from the
point of view of its application to definlte works, and, as
has alr-ady been pointed out, we belleve that it can offset
much of the harm that has been done by subj-ctivity in Judge

ment,
Lastly it should be noted that we are interested malnly

2. L. Callahan, O.P. A _Theory of ~sthetics, 108,
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in the passlve phase of beauty, that is, beauty as 1t is to
be found in the finlehed work, ;nd not in the active phase,
or, beauty in the worx in the making, It is for this reason
that greater attention le given to the application of the
notions considered in the theoretic faculty rather than those

in the 1imeglinative,
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CHAPLITR TaO
BIOG (APHICAL

4.,G, Collingwood tells us that the influences in Rue=
kin's life were Scottish. "He was born in London, but his
famlly were Scottish., He was brousht up in Surr;; but the
friends and teachers and the standards and influences of his
early life vere chiefly Scottish,.,...the religious so cone
splcuocus in him is e heritage from Scotland." (1) John
James Ruskin, his father, was born in Edinburgh., In 1806,
after graduating from Edinburgh high school, he left for Lone-
don where he began work for Gordon, Murphy & Co, Such was
his industry and efficiency, thet he attracted the attention
of Peter Domecq, the owner of large Spanish vineyards., Mr,
Domecq was at that time at the Gordon, Murphy offices learn-
ing the commereilal part of his business in London, which was
the center of the sherry trade,

In 1809 he set up a London branch of his firm and offer-
ed partnership to the elder Ruskin together with a Mr. Telford,
who supplied most of the capital of the establishment, It
was to the business capacity of Ruéin that the firm owed
the great development that came to it, He had, however, other
interests which were to influence his son more directly. He
loved art and took great delight not only 1in the study and
in tﬁa admiration of it, but 2lso did a certzain amount of work
in water colors. While he was still a young man Ruskin's

father had traveled extensively through Scotland and Spain and

1. W.@. Collingwood, The Life of John Ruekin; I, 3.
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developed definite views of the beauties of the architecture
and scenery of these places,

Ruskin's mother, Margaret Cox, married John James iuskin
in 1818, after an engagement of nine years. Th-re was little
of the romantic in the courtship, for, as Ruskin wrote in his
autobiography, Prasterita, his father wooed his mother "with
the same kind of serenity and decision with which he afterwards
chose his clerks"., (2) #rs, Ruskin was a woman of remarkably
strong character, In 1800 her mother sent her to Edinburgh
to keep houas for her uncle, John Ruekin, who was later to
become her father~in-law, Mra, Ruskin's widowed mother had
earnad a comfortable living for herself and her daughters by
keeping the 0ld Xing's Head Inn at Croydon market place, The
two girls received the best education that Croydon day school
offered, After she had come to her uncle's at Edinburgh,
Margaret felt that her education was hardly sufficient for her
life among her new associates, and at the age of twentyenine
under the direction of John James Ruskin's friend and teacher,
Dr, Thomasg Brown, she began the gerlous study to make herself
a matoch in mental culture for her future husband, She did so
well that she became read and informed above the average person,
This training had more than one result upon John Ruskin's life,

for not only d4id it strengthen further her already strong will

2, John Ruskin, I raeterita I, 156,
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and give her a greater stock of information with which to
train him but 4in one sense it narrowed her and her family.
This latter effect was due to her pride which made her unwille
ing to seek the company of those she considered her social
superiors, and because her strictnees of life made it 4diffi-
cult for her equalsto approach her and so she came to live
only for her husband and son,

WWhen John Ruskin, who was to be the only child of his
parents, wos born in 1819, his parents had very definite
notions concerning his training. Perhaps no English writer
has ever been subjected to.such a strict survelllance as was
Ruskin., Both parente were ambitlous for him but it wae his
mother who made the decisions. Ruskin says that his father
"had the exceedin.ly bad habit of yielding to my mother in
large things and taking his own way in little things". (3)

Mrs, Ruskin's disciplinary technique early developed in
John a great spirit of serenity. Y“henever he cried whether
because of some chlldish disappointment or because he tumbled
on the stairs or met some other similar accldent he was sound=-
ly whipped.

Ruskin says of his earliest period: "My mother's gener-
al principles of first treatment were to gusrd me with steady
watchfulness from all avoidable pain or danger, and, for the
rest, she let me amuse myself as I liked provlided I was nelither
fretfu% 3§utr0ub1eaome. But the law was that I should find my

W
}. ibld. I’ 17.
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own amusements. No toys of any kind were zllowed". (%)

Indeed during his earliest years he amused himself largely
with a bunch of keys which vere permitted to him, Later a
cart and a ball were given to him and when six he received
some wooden blocks, These were all the toys of Ruskin's
childhood, Other toys came to the house but Ruskin did not
use them, His mother's sister married to a Croydon baker once
brought a2 remarkably fine Punch and Judy. This was, of course,
displayed during her visit but once the visit ended 3uskin's
mother told him that it would not be right that he should
have them and he never saw them again.

Recause of the absence of toys, uskin early develoned
his powers of observation gazing with intentness on the patterns
of the carpets, bedspreeds and his mother's dresses and again
at the scenes from the various windows., In the garden where
he was allé@d to wander about he was forbidden to touch anye
thing far less to eat any berries or fruit,

This training was given to develop his will and to make
him independent, Of the latter spirit he writes; "By the
time I was seven years old, I was getting too independent
mentally, even of my mother and my father, and having no one
else to depend upon, began to lead a very small, perky, con-
tented, Cock-Robinson-Crusoe sort of a life, in the central

point whieh, it appeared to me I occuplied in the universe,

4, ibid. I, 10,
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Thies 1s partly the fault of father's modesty; and partly of his
pride, He had so much more confidence in my mother's judge-
ment in such matters than in his own, that he never ventured
to help her much less to cross her, in the product of my
education....and, on the whole I have nothing to animate in

a childish way but myself, but nests of ants which the garden=-
er would never leave undisturbed for me, and a friendly bird
or two". (5)

The evenings in the Ruskin home were always the same as
Ruskin tells us: "In summer time we were all in the gerdem as
long as the day lasted; tea under the white heart cherry tree;
or in the winter or in rouzh weather, at six o'clock in the
drawing room « I having my cup of milk and slice of bread and
butter in a little regess with a table in front of it wholly
sacred to mej and in which 1 remained in the evening as an
1dol in an niche, while my mother knitted and my father read
to her and to me as far as I chose to listen". (6) It was
here that he heard his father read among others Byron, Cervane
tes, Scott, Shakespsare, Pope, Spenser, Goldsmith, A’dlson and
Johnason, Much of what he heard was beyond his comprehension
but much remained in his mind.

The young “uskin began to read and write when he was four
and at five ho was 8 book worg. %hen he was 8ix he began to

imitate books he read and began to write himself; even 2t thias

5. ibid. I, 33, 34.
6. 1bid. 1,37,
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early age he made a~titious plans for his work. Jis first
work was called "Harry and Lucy Concluded or “arly Lesaons",
It was to be in four volumes and he laboriously completed
three. 'lence from the start his plan wazs always to be broader
than the work actually done and his interest was to grow less
after his firet feat. This was very likely due th-n and later
to his great powers of observation and imagination, powers in
themselves reamarkstle and which enabled him to do such thorough
work as lont as these powers weres not diverted, His ability
to observe go much and so well brought about these diversions
easily.,

In 1827 a young cousin of Ruskin's died at Certh of water
on the brain, She had been brilliiant too and iuskin's
parents at once decided to have his schooling don- at home,
They felt as Collingwood tells us that a school might be
harmful for fear of the excitement of comp-titive atudy. (7)

His mother therefore put him throurh his Latin grammar
using Adam's Manual which his father haed used at Edinburgh,
%hen he was ten he was put for Latin under the direction of
Dr. Andrews who had distingulshed himself as a humanity student
at the University of Glascow, Later hs undertook the astudy of
Greek also under 'r. Andrews, In 1831 a “r, Runciman became

Te WeCo Collingwood, Ihe Life of John “uskin, I, 33.
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hie drawing master, In the same year »r, Towbotham began
lessonsg with him in French gramrar and Fuclid,

Refore any of the above-mentioned instruction had be~n
started Ruskin's mother had begun a reading of the Bible with
him, “e can best hear of it in his own words, "As soon as
I degan to read (st five) my mother began a course in Bible
work with m» which never ceassed until I went to Oxford, She
read alternate verses with me, watohing at first, svery
intonation of my voice, and corracting the false ones.....
it might have been beyond me altogetherj that she 4id not care
ebout; but she made sure that as soon as I got hold of it at
all, I should get hold of 4t by the right end, In this w:y
ghe began with the first verses of the Genesis and went
straight through to the last verse of the Apocalypse; and then
began at the Genesis the next day.....But it is only with de-
liberate ef fort that I can recall the long morning hours of
toil as regular as sunrise, by which year after year, my
mother foroed me to0 learn these paraphrases and chapters.....
allowing not so much ¢8 on~ syllable to be missed or miasplaced,
while every sentence was required to be sald over and over
again till she was sztisfled with the accent of 1t", (8)

Another influence that entered into Ruskin's life when he
was but a child and continued all throuzh it was the periodic

toure taven by his pare ta, It was his father's custom to spend

8. John Ruekln. P!:ﬁ"&ﬂ!:i&&. I’ 53, 5‘4’ 550
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& portion of each summer in visiting different parts of tng -
land in the interest of the wine business., Mrs., Ruskin
always accompanied her husband on these trips and Ruekin was
taken regularly beginning in 1823, ihile it is true that
these tripe were taken for business purposes they were far more
than that, The family traveled by private carriage taking
along 2 driver and Ruskin's nurse, They proceeded leisurely,
traveling forty or fifty miles a day, usually completing the
day's journey in time for a four o'clock dinner, !r. Ruskin
called on all poesible customers, More important for John's
development they visited ruins, castles, parks, art gallerles,
cavea, lakes and mountains, These visits were never hurried-
ly made but rather they took sufficient time to seek loocal
information, to look up books of reference and to note down
the results of their inquiries. while still a child Ruskin
followed his father's hadbit of keeping a journal of these
trips. Before he wrote the first volume of Modern Painters
at twenty-three Ruskin had taken fourteen of these extensive
sumrer tours.

Before this time, to these tours were added five {rips
to the continent, the firest made in 1825 when Ruskin was six
years of age, On thess trips the femily spent several weeks
in Paris., Here they visited Mr, Domecq and were there for
the festivities which followed the coronation of Charles X,
From Paris they went to Brussels and lastly vislted waterloo

which greatly impressed the young Ruskin,
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The later trips to the continent brought them to Switz-

erland, Germany and Italy as well as to the south of France.
At the time of the second trip Ruskin was fourteen and in
this and later trips took an active interest in the art of
the countries visited, These tripe as the "nglish tours were
leisurely and methodically made and stores of information
were gathered cone-rning any place, person or thing of inter-
est.

It is natural to ask what companions young John had
during his early years and adolescence, In Praeterita after
listing what he calle the main dlessings of his childhood
Ruskin next lists the dominant calamities and places first
in the list that he had nothing to love, Let us note his
own mxplanation, "My parents were« in a sort- visible powers
of nature to me, no more loved than the sun and the moong;
only I should have been annoyed and puzzled if either of
them had gone outj (Hoﬁ much, now, when both are darkened !) =
8t1ll less 414 I love God; not that I had any quarrel with Him
or fear of Hir; but dimply found what people told me was his
service, disagreeable; and what people told me was his book,
not ~htertaining. I had noc companions to quarrel with, neither
nobody to assist, and nobody to thank. Not a servant was
ever allowed to do enything for me, but what it was their
duty to do; and why should I have been grateful to the cook
for cooking or the gardener, for gardening, -« when the one

dar~d not to give me a baked potato without asking leave, and
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the other would not lsave my ants' nests alone because they
made the walks untidy ? The evil conseguence of all this wae
not, however, what might perhaps have been expected, that I
grew up selfish or unaffectionats; but that when affection
did come it cam~ with violence utterly rampant and unmanagee
able, at least for me, who never before had anything to man-
age", (9)

His earlliest young companions were his Scottish cousins
reosiding at I'erth, Ruskin saw thece on the summer tours.
His favorite among these was his cousin Jessie whose death
when John wae elight deeply impressed him., In 1829, the
following year his father's sister, Jesse ichardson, died
leeving a large family, Her daughter, lMary, came to Herne
H1l1l1, Sulwi-k, where the Ruskins had moved from the city in
1823, to make her home with them, She wss a girl of even
dlsposition and was to be John's future companion at home
and on the tours,

St411 later when John wase under Dr, Andrews' tutelage
his daurhters called at 'lerne 111, "Mrs. Ruskin, who let
none but pretty girls come to her house, welconed the doc-
tor's daughters; one, who wrote verses in John's notebook
and sang Tambourgi still lives in Bedford Park; the other
lives in Mr. Coventry Patmore's Angel in the Hcuse. hen
Mr, Ruskin, thirty years later, wrote of that doubtfully
received poem it was "the sweetest analysis we posgess of

G. 1bld. I, 44, 45,
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qulet nodern domestic feeling", few of his read~rs couvld
have known all the grounds of his appreciation or suspected the
weight of meaning in his words", (10)

The only boy whose friendship he enjoyed was ‘ichard
*all of whom Collingwood writes, "The lack of companions
wesd made up to him in the f#iendship of ‘'ichard Ta2ll, the son
of a neighbor on "the Hi11", - a boy without affecti-n or
morbldity of disposition, whose complimentary character
sulted hin well, An affectionate comredeship sprang up bee
tween the two lads and lasted until in middle 1life they
drifted apart, not quarreling but each going on his own course
to his own de~stiny®., (11) Ruskin himself tells of this
friendship in Fraeterita, '8 father approving of the Fall's
manner of life wrote teo Mr, Fall suggesting that the two
boys might pursue thelr tasks and recrrations toz~ther when
2ichard was at home from school, Of the working out of this
arrangement and of Richard, "uskin s ys: "As I had been proe
moted by th-' time (1832) to the possession of a study, all
to myself, while Richard had only hls own room, the course
which things fell into was that usually when lchard was at
home, he cam= up past the seven gates sbout ten in the morne
ing; 4id what lessons he had to do at the same tabtle,

10, ¥.G. "ollingwood, The Life of John ~uskin, I, 40,

11, ivia. I, 49, 50,
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with me, occasionally helping me a 1little with mine; =nd

then we went tog-thesr for aft~rnoon walks with “csh, Sypay,

or whatever dog chanced tc be dominant,....?ichard 'all wase

entirely good-humored, sensible, and practical but had no

particular taste; a distast~, if anything, for my style both

of art and poetry.....and though with pleasant cordislity

in daily companionship took rether the position of puttiing

up with me, then of a pride in his privilege o7 acquaintance

with a rising young author, He was never unkind or sarcastic;

but laughed me inexorably out of writing bad Fnglish for rhyme's

sake, or demonstrable nonsense oithev in prose or rhyme". (12)
Other friendzh'ps were for:ed in 1836 when !'r, Domecq

brought his four young daughters, the ~ldest just having

married, to vislt the Ruskins. John was grezstly attracted to

the oldest of the visiting girls, 4sdele Clotilde, the,

fifteen years old, He wrote & story, Leonl, A Lerend of Italy,

to resd to her, It was & story filled with tales of robbers
and adventure and true lovers, The note of pascion was too
real for a zirl eof fifteen and Adele only laughed at it, 1In
1838 Adele came with her sistera to “helmsford where they
studie&,ﬁnglish. Again Ruskin saw her and seeced tryly in
love with her, In the follawin: yesr her father dled and
Adele became engaged to Baron Duquesne, a young and handsome
noble., Ruskin on hearing of the marriage arrangem~nts was

12, John Ruskin, Praeterita, I, 174, 175,
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deeply disappointed and wrote a long poem Farewell,
"The grief my words were weak to tell,
And thine unable to console",

Two years b-fore the visit of the Domecqs' Ruskin had
ceased his home tutoring, His father felt a change desire-
able as he was getting older and preparing for Oxford.

Hence 1t was that he entered the day school of Reverend
Thomas Dale in Grove Lane, T“eckham. The Reverend lir, Dale
had done some literary work and was afierwards canon of St.
Paul'’s, There was no love between John and his new teacher
for on one of their first meetings the teacher referred to
Dr, Adam's Latin Grammar which John hed hitherto used zs
"that 3eotch thing".

Ruskin studied with him less than two years although he
did attend his lectures at Kinge College in 1836,

In January 1837 he went into residence at Christ's Churoch,
Oxford, When Ruskin entered Oxford his mother left Herne
Hill and took rooms near him. Every day of his stay there
he had tea with her in the evening, His father joined them
rof the weekeend, Mrs, Ruskin lived near John chilefly because
ghe wanted to watch over his health carefully,

When Ruskin entered Oxford a new impetus was Jjust belng
given to the study of physical sclence and he was fortunate
in gaining for hie friends those most interested in this
work. "To ¥r. (now 3ir) Henry Acland and Dr, Buckland who

took notice of a young geologist, and made him useful in
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drawing diagrams for lectures, he owed hils first encourage-
ment in solence, To 3ir Charles WNewton now famous as our
leading authority on classical archeology, and at that time
an undergraduate antiquary of Chriet's Church, young Ruskin
owed sympathy in his artistic tastes, So that, by the best
of fortune, no side of his nature was left undrveloped, and
he began hie caresr es the junior comrade of the best men
in each walk of life", (13)

Rev, walter Browne was Ruskin's college tutor and Rev,
Osborne Gordon, famous for his escholarship, was his private
tutor,

Oxford presented no great intellectual obstacles for
Ruskin to overcome for his habits of study and an extremely
good memory made reading alwaye easy for him. He had not
the training that made him interested in the niser pointe
of classlical scholarship but his very vivid interest in the
sub jects he reed made up for this deficiency.

It was ->-rhaps unfortunate that his chief interest
during his Oxford yeare was poetry, unfortunate since he
was soon to discover that this was not a chief interest in
his life, TFor three years he entered poems in the contest
for the Newdigate prize and finally won the coveted prize

with his poem, Salsette and Tlephante.

13, ¥W.G, Collingwood, The Life of John uskin, I, -5,
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In Mey 1940 he was obliged to leave his studies as it
seemed evident that he was threctened with consumption,

After periods of travel and rest on the Continent and in
England he éeaumad studles at tHerne Hill with the lev, Os~
borne Gordon and took hls bachelor of arts degree at Oxford
in May 1842,

Mention has already been made of Ruskin's drawing lessons
from ¥r, Runciman., He progressed quickly under hiu and by the
time of his second trip to the Continent in 1835 he spent
nuch time sgketohing in the great galleries,

30.well 414 Ruskin work in 1835 that his father felt
that he should have further instruction and arranged with
Conley Fielding to give the customary course of six lessons
in weter~color. Cf thece lessons fuskin writes: "I know not
wheather Papa or I most enjoyed the gix hours in Newman Street;
my father's intense delight in :ielding's work meking it a
real pleasure t0 the palnter that he shoul. stzy cehatting
while I had my leeson,....and thus the propos~d 2ix lessons
in Newman Street ran on into perhaps eight or nine during
which Copley rielding taught e to work color smoothly in
successive tinte.....with these inetructions, 1 succeeded in
copying a drawing which Fielding made before M@, .ees80 much
to my own satisfaction that I put my wor: up over my bede-room
chimney piece the last t2ing =t night and woke to its contem-

platicn in the morning with a rapture mixed of seifecomplacency
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and the sense of a new faculty.....in a little while, however,
I found that this first great step d4did not mean consistent
progre=sa at the same pace, I saw that my woshes, however
careful or multitudinous, 4id not in the ond look as smooth
as Fielding's.....with still greater discouragement I per-
ceived the [ 1elding processes to be inapplicable to the Alpg.....
the water-color drawing was abandoned,....the pencil outline
returned with resolute enerzy®. (14)

7ugkin's next art lessons were with Harding in 1842
and of these he wrote: "I find my first lessons from Harding
vere aleo at this time; very delightful for what they were
wopth, though I saw well enough his shortcominis, But it
wag lovely to see him draw in his own way and up to a certain
point his knowledge of tree form was true, and entirely won
for himself with an honest orizinsl perception, Also, he
was a violent hater of the o0ld Dutch aschool, and I imagined
the first who told me that they were "sots, gamblers, and
debauchees, delirhting in the r-slities of the sle~-house more
tnan in its plctures”. All which was awskening and beneficial
to no small mxtent”,

One of the remarkable things about }Modern ‘alrters was

that Ruskin published his first volume while yet a very young
14, John Ruskin, Prasterita, I, 276, 277.
15. ibid., 1I1I, 85, 86.
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man., [(ut this volume was by no means his first publliched
writing. «hila gtill a boy he had become int-~rested in
minerzls, and often worked at tho study of the collection of
minerals at the 7ritish Museum, He was never ghort of pocke
et money, therefore he had a fair collection of hie own
and this he increased constantly by picking up specimens
on his various tripe, Collingwood says, "He took the greate
est pains over his catalogue and wrote elaborate accounts of
the various minerals in a shorthand he invented out of Gre-k
letters and crystal forms", (16)

“hen he was fifteen he made the acquaintance of iir. J.C.

Loudon, editor of Loudon's Magazine of Natural Uistory, and

in the ¥Yarch 1834 issue he wrote an essay trying to exvlain
the caus~s and to get at the secrets of the structure of the
crags of Lauterbrunnen and the peaks of Savoy,

About this same time he dbecame acquainted with the
publishers who were to 4o much o his work for many years,
the Messre, Smith, Elder & Co, His Croydon cousin, Charlees,
was workine in thelr coffice at this time and spoke to MNr,
Thomas Pringle, editor of the publishers' annual Friendghip's
Offering, of hils young cousin, John Ruskin,

Mr. Pringle called at Herne Hill where he was welcomed
as a fellow Sootsman and soon he offered young John the

chance of writing two svetches concerning his last tour,

16, V.3. Collingwood, The Life of John Ruskin, I, 56,
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So 1t wrs that these two, Saltzberg and Fraswents “rom a

etrical Journal, were published in the 1°35 Caristmas
issue of Frgendship's Offerins, I% was in Friendship's

Offering and Ihe London Monthly !'iscellany that he putlished
the pcemn that he wrotes to fdale Domecq,

“hile at Oxford perhaps at the invitati:»n of ¥r, Loudon

he start~d to write The Poetry of Architecture; or “he

Architrcturs o the Nations ef Furope consider~ad in its

associations with "atursl Scenery and Yationsl Chorncter,

Whil~ this work is scercely known today it wes o be-inning of

the 1deas whilich were later develo:~d in the Seven Lamps of

Archit~cture, when p blished however thoy wer- :~1l1l zocepted

and of them 7Tollingwood writes; "They are bri ht and amusing,
full of pretty description 2n” shrawd thoughts. They parade
a good deal of clagsical l~arning and traveled expeprience;

80 micn 80 thot no doutt th~ readers of the mogazine took
their éuthor for som~ dilettante don at xrfovrd; and the
editor d4id not wish the illusion to be dis~-~1lled so Join Rus-
kin had to chose a nom de plume, e call~d :imself Kata Phusin
("eccording to nature"), for he had be~un to re~d some
Aristotle ~ft-r his 3Impallg., Yo phrasa could have hetter
expressed hls point of view, that some com~on sense ~xtended
by experie-ce and confirmed by the =2-po-1 to ti» matters of

faet rath~r than to any authority or trsdition, or corcittiee
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of tuste, or anstract principles,” (17)

The ata :'husin nap~re attract~ed som~ favorabl~ notice
for when, at the end of 1838 there was & question of the best
site “or the propos~d 3cott “emorial at “dinburgh & writer
in the Archit-cture Magazine suggested thet as Kata Phusln
vwags an authority in such matters hie desicn and choice of
gi-ht should be golicited and considsred,

This briefly zives us an idea of the literary apprentice-
ship of the author of Mpodern Peinters, Before cloesing this
chapter we may consider the description of Ruskin from his
blography by Trederic Harrisont "With much nervous ener:y and
a lively tem-er, the young John was delicate, and his parents
bahaved as 4° his 1life could on 'y be saved by unremitting care,
The family records are perpetually interrunted by illness,

At eight he had a serious attack of fever in Sseotland. At
sixteen he was in gre:t danger for some~ days with pleurlsy
end had to be taken away from ¥r. ‘ale's school. At twenty-
on he wag attacisd with spittin: of blood, and hed to be
removed 'rom Oxford for & whole year and a half. 3Zut he wes
no perman~nt inv21idj in health, a very good welker, full

of activity and hi~h spirits, whose eyes cnd pen seldom
ceagsed night and day. But he learned no bovish [ames, never

17. 1bid, I, 83, 84,
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attempted to dence, a~d after repeated efforts 7t a riding
school could not be taught to sit 2 horse", (18)
18, Frederic Harrison, John Ruskin, 16, 17.
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CHAPTER THREE
ESTIMATES

In the last chapter we congidered the fzcts of uskin's
1life to the time of nis writing the first volume of Modern
Painters, From the account of hie early life it is easy to
trace in the environment and in the characters of his early
assoclates many of the traits, some helpful, others harmful,
which are evident in Ruskin, the man,

"here was in Ruskin's parents a great deal of native
shrewdness, John James Ruskin's business career is a manie
festation of this., It was his fidelity to work and his
apparent ability that won him 80 early in lifs s partnership
in the firm in which he was to make his fortune, Had the
8lder Ruskin achleved no other success than that in business
he would be worthy of our admiration, yet we perhaps admire
him more for the soundness of his artistic taste and for the
conatant encouragement he was able to give his son, Ruskin
testifles sev~ral timee 1in his autoblography, Praeterita,
concerning the estesm in which the Judgement of his father waos
held by those who:-es educational advantages had been far supere
for to his,

The intellectuel development of i‘rs, Ruskin was a tribute
to her character as it was due mainly to her own efforts be-
gun only after all her formal schooling wazs completed,

The student of Ruskin, however, cannot but wond-r if he
would not have been happier and perhaps ~ven more successful

had his parents been less ambitious, It 1s indeed true
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that their ambitions were 81l for him but 1t seems that in
thelir always conztant desire for his most correct training
they falled to show an understanding of the develooment of the
child, They kept him from school fearing that the excite~
ment of competition would be harm ul to his mind zand yet in
his training at home they offer~d him nothin-~ for his ococupsa-
tion that would bring relaxation t¢ the mind, Durin. these
early years t0o0 he had no way of knowing how other children
Telt and thought concerning all that wee interesting to him.

No samount of attention on the part of adultse can moke up
completely for the want of corpanions of one's own age and
Ruskin while still a boy came more and more to rely on his own
obger-ations and Judgements, All this was permitted to le
part of Ruskin's life that he might develop self-confidence
and independence, Of the fallure of his t aining to produce
these ualities “uskin writes: "But the ceaseless authority
exaprted over my youth left me, when cast out at last into the
world, unable for some time to 4o more than 4rift with its
vortices"., (1 )

Ruskin's great activity of mind at times imped~d his work.
left to himself as he was in his youthful mental activity he
early formed the habit of giving his interest yholn heartedly
to a subject, and then abruptly losing that interest, and of
diverting the same intenss interest to guite a different

subject. It was for this reason that h~ often lost interest

1 . John Ruskin, Praeterita, I, 46,
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in or changed th~ plan of work he undertook. "he very first
writing that he 41d, Harry and Lugy, was never completed,
It was this habit too that wns later to cause so many contrae-
dictions in his theories, It 1s because of thilg asi.e habit
that the latter volumes of Modern Painters are so diff-rent
in perspective %EEP the firast volumes, It was the same habit
agein that caused him to be carried away in later controversies
on economic ~nd soaial problems to such an extent that his
invective often showed more feeling than rezson.

Parhaps no chila of hls century was given such an oppore
tunity to cultivate his powers of observation as Ruckin,
From his earliest days he had to rely upon observation “or
his amusementand the annual tours with his parents gav~ him
untold opportunitier for cultivating this faculty. Jriting
of the tour of 1830 Collingwood in referring to the diary
of this trip gives us a typlceal sketch of the thoroughness
with which these tours were made, "We raad how thoy "set off
#rom London at seven o'clock on Tuesday morning, eichteenth
of May," and thence forwerd we are spored no detailt the
furniture of the inns, the bills of fare; when they ot out
of the carrilage and walked; how tiey lcst thelr luggage;
what they thought of colleges and ciapels, musis and [ :y
races at Oxford, of Shakespeare's tomb, and the pin factory
at Birmingham; we have a complete gulde book to Elenheim and
Warwick Castle, to Haddon and Chatsworth and the full itinerary
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of Derbvshire, "ratlock Bath”, we r-ad, "1s a most delight-
ful plac~;" but after an enthusiastic cescription of High Tor,
John reacts into bathos with a minute description of how they
wetted thelr shoes in a puddle. The cavern with a Bengal
light was fairyland to him, and among the minerals he was
quite at home.....The dominant note of the tour 1s, however,
an ecstatic delight ian the mountzin scenery.....They did not
seem t0 k ow what it was t0 be bored, The wholes tour was a
triumplel progress, oOr & march of conquest." (2 )

SBumner after summer was spent in che scme methodical way
with young John studying thoroughly everything of interest
in the numerous places that the famlly visited. There can
be 1ittle coubt that these trips offered him advantages that
few others poasessed. Thet he made gocd use of all he observe
ed to further his knowledge of geology ond art, his laler -
works leave no doubt.

Another practioce of his youth which left 1ts mark upon
him was his course in Bible reading under the tutelage of his
mother, This perhaps more than any other influence in his 1life
made Ruskin always a morslist. Professor Elton says of him
that "Ruskin was always a preacher; he 1is, indeed, the last
great preacher whom the Tnglishespeaking nations have found.
He would be great in a different way ~- he would persuade, or

revolt the judgement in a different way; he would not be Ruskin

2 . “.G. Collin~vood, The Life of John luskin, I, 43, 44, 4,
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Af he were not conscerned, first and foremost, with pointing
out the ways cf salvation, And h~ 1s 2 preacher with s
mesgure of religious doctrine «« soretimes more, sometlmes
very little, but alw ys some -« in his mind, and therefore
on his 1lips, It 1s his ~bhical passion if anything which
binds all his azctivities together; to this i- the »nd they
are all subordinate., It 418 the spring of his baast and rarest
utterance; and also of his principsl weaknesr which may be
defined as a propensity, borne alon- by spiritual fervor,
and on the winga of his own eloquence to take premcture and
1llegitimate short cuts to some conclusion which could only
be reached, if 2t all, by a lon” circult of reasonins". (3l)
Thers can be no doubt, as hns already be~n said th-t the
1aek of norm2l compagionship had an unfavorabl~ ~ffegt on
Ruskin's 1ife, It was this that zave him sense of futility
that he 30 frequently e:porienced in his lat-r 1ife end br u_ht
about the senase of loneliness that was to caus~ him 3uch
unhappiness, That he thought often of his -elations with his
fellow<men it 15 ~vident from2 paragraph 1n which he writes:
"In blaming myself, as I have often “one, and nay have dccasion
to 4o srnin, for my want o” affection to other prople, 1
muat 2lso express continually more and more wonder that ever
anybody had any affesction for me, I thou-ht they night os
3. Cliver Tlton, Survey of Tnglish Literature III, 219,

35



well have got fond of a camera lucida, or an ivory footrule;
all my faculty was merely in showing thot such anu such things
were go; I was no orator, no actor, no painter, but in a
minute and z-nerally inviaible mannerj I couln't beer peing
interrupt~d in aaything 1 was about." (4)

Zuch were the influences and such the man who wrote
Modern Zaintera, "hile conesideration will be :iv~n later
t0 hiaz theory of beauty and to its acceptance, we mey pause
here to glve place briefly to what has been sald of }odorp
Painters by a few of the many who have critisized it, The
criticisms offer~d here are general and concern the work as
a whole and 1its influence rather thon the validity of the
theory itself., Oliver I'lton in his 3urvey of “nglish Liter-
ature tells ue that from the 3lble comes the best of Ruskin's
lenguae and cadencs and that the 3ible l1s never far off
in his magic melodies, Ccncerning Ruskin's st le he 1s of
the opinion that "his poeition as a mester of words 1e ime
pregneble; his position &s a thinker and critic, though a
high one, 18 much more equiveocal", (5) "The effect is
spontineous; there is not the laborlous Inlaying of words,
which 1s practiced by writers like later, beautlfully enough,
yet with the result of delaying the esse and marsh of the
sentence”, (6+)

4>, John uskin, >raeterita, II, 288,

5 o Oliver Tlton, A Survey of “nglish Litersture, I1I, 218,

6+, 1bid. 1II, 237.
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Professor Winchester writin: of Modern Painters points
out that to Ruskin "besuty i1s not merely a deilghtful but a
holy thing, ~--- a revelation of the nature of the Infinite,
gracious as his love, awful as his law. This is the secret
of the strange power of much of his writing., It is suffused
witn an emotion hardly before found in English pros@..see
it 16 not easy indeed, to overestimate the services of Ruse
kin to ®nglish a8rt,....But the chief value off Ruskin's write
ings throughout this p riod of his life --- aa, indeec,
through all his 1ife ««« ig ethical, Like 8ll grest litera~
ture, it ie concerned with those broad truths of human nature
on which the laws both of art and morale are based, Thus,
whatever his theme, before he 1s through with it he 18 sure
to turn out a moralist, Nothing he has done is of more im-
portance than thias constant emphasis of the relation between
conduct and artistic feeling, and the consequent duty of
cultivating good taste", (7 )

Quite a different view of Ruskin's work is expresased by
Professor Henry Ladd: "Ruskin's theory of art is at best a
monster -=- no expatiation upon its virtues, manifold as they
are can make it matter of faet to common sense”, ( 8)

Hugh “alker after pralsing the style of Rusekin says of
Modern Painters that Ruskin's "criticlsm of art 1s esse tially

7. C.T. Winochester, An Old Castls, 277, 278, 279.

8. Henry Ladd, The Victorian Morality of srt, 2,
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Pnavatematic.....lt is where he 1s most systematic that h~ 1s
most perverss, and that he falle into the most glcring blun-
ders, uhere he followe his own fine taste and feeling, he

is usually right; where he is supporting a theory or formu-
lating a definition he 1s capable o0~ being egregiously wrong.....
&otwithstanding all his perversities and inconsistencies,

the permanent worth of Ruskin's work is immense, !1s very
success makes it difficult to rate sufficiently high the

daring originality of hie art-eriticism". (g)

Lastly we may listen briefly to the criticlism of Prof-
essor Routh who writes that"Modern Painters corrected or
rather counterbalanced the narrowing tendencies of mid-
Victorian rationalism., Ruskin was resistin:, porhaps uncon=-
sclously, the limitationa of systematized and lozical thought.
He was no enery of sclence for ites own sake; on the contrary,
he wes a painstaking student of crystallography and botany;
but he must have realized that physicists, mataematicians,
and, of course, economic and social thinkers, were imposing
mental habits, methods of ressoning and stereotyped phrase-
ologies which were very convenlent for the convevance of
their theories, but were otherwise inadequate to satisfy the
whole man, They preferred the formula to the 1lmage. Reality
might be infinitely corplex and elusive, bui they tried to
catch it in ertificlally simplified concepts and laws", (1o )

9 . Hurh Walkfr, The literature of the Victori:n “prs, 1011, 1016

10, H.V. Routh, Toward the wentieth Sentury, 160, 161,

38



Thuz f~r the events in the 1ife of 2u3zin ~241 the ine
fluences of his earlier years have been noted thrt ve may
have 28 ™alization of the baclground of the suthor whose
work we are shout to consider, There have been vresonted as
well several cenevral eriticisme of the value of Modorn
Painters, It 18 now time to zive attention to the uvork ite

821 with the theories 4t eets forth,
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CHAPTER FOUR
INFIUENCES AND SIMILARITIES

Before considering Ruskin's the ry of beauty, we shall
briefly consider the theorles of beauty before u.kin and his
relation to them. Ruskin is almost unique in his position,
for besides Sir Joshua Reynolds he was the only crective arte-
ist who had ventured to put forth an esthetic theory in any
way developed; the others who had done so from Plato and
Aristotle to his time had been philospphers, but it seems
safe to say that Ruskin was fully aware of most of the theories,
To believe this, however, 1s to call into doubt r st:tement
that Ladd rakes in writing of the specific sources of Modern
Painters: "In the University he acquired a little formal
philosophy f om an indifferent reading of Aristotle's Ethics
anfi from Locke's monusental Essay". (1) Such & statement can
only give the reader the irpression that Ruskin was indiffer-
ent to philosophy, or, at least, to Aristotle and Locke,

Ladd does not give the sources on which he bases this remark,
but statements of Ruskin himself and of two of his blographers
contradict 1t.

In Praeterita, Ruskin, in speaking of the finzl examina-
tions he took at Oxford, says: "I only went up for a paes, and
still wrote Latin so badly that there was a cicnce of xy not
passing; but the examiners forgave 1t because the divinity,
philosophy, and mathematics were all shove the av~rage", (2)

1., H. Ladd, The Viotorian Morality of Art, 2, 36.

2, John Ruskin, Praeterita, II, 89.
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Collingwood, writing of the philosophy that Rus in had at
Oxford, tells ue: "The philosophy meant the usual Logic from
Aldrich, with Bacon and Locke, Aristotle and Plato, analygzed
into a rather thin abstract. But Ruskin, with all his thor-
ocughness in all matters of general interest, took in the teach-
ing of his booke ~nd inwerdly digested it. l!Modern Painters,
even in the literary style is imbued with Locke; Aristotle

is his reader and antagonist alternately, throughout the.
earlier part of art criticism, and Plato, his gulde and
philosophar ever after". (3) Another biographer, *.T. Cook,
speaks highly of Ruskin's knowledge of the classical authors
in general, and makes mention‘of Ruskin's remarkaoble ability
in quoting apt passages from them, (4) All thie is sufficient
to make us hesitate in accepting the "indifferent reading" of
which Ladd writes,

Just how much knowl-dge <uskin had of the notions of the
formaliste, empiricists and eclecticlsts, is not so clear
although Collingwood says that he had read Dugald Stewart
and the rest of his school, (5) It is well here to give the
ideas behind each of these groupe for they have a place in the

evolution of esthetics immediately previous to Ruskin himself,

3, ..G. Collingwood, The Life and Works of John Ruskin, I, 114,

5. W.G. Collingwood, The Life and Works of John Ruskin, I, 114,
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Hogarth, a formalist, published in 1753 his Analysis
of Beauty., Avoiding any metaphysical issuers he 2ssumes that
the end of art is tp please by enticinz the ~ye of the behold-
er to delight; this d-light wée to be achleved by unity znd
variety; lines and spirals are heautiful, the spirals are
far more than the straight line, and hence a picture with a
greater number of curves would surpass in beauty one with a
lesser number, supposing the skill of the artist as great in
the painting of one gs the other, The latter characteristic
1 stressed by Rusking "That all forms of acknowledged beauty
are composed exclusively of curves will, I believe, be at
once allowed", (6)

David Hume with his A Treatise on Human ‘zture in 1733
became th~ source of the materiallof the empiricists, For
Hume beauty was nelther on ideal nor an objective proportion,
but 2 manner of feeling towards something, or more briefly,
an exp rience, His definition was "beauty is such zn order
of construction of perts &s ~ither by primary constitution
of our nature, by custom, or by caprice 18 fitted to give
pleasure and satisfaction to the soul", (7) Ruskin naturally
opposes the idea that beauty 18 not objective and interest-
ingly opposed the idea that beauty arises from custom, He
eays: "Custom has a two-fold operation: the on~ to deaden the
frequency and the force sf repeeted imoressions, the other to

6. John Ruckin, Modern Painters, II, 273.

7. David Hume, A Treatise on Human Nature, I1I, 1, 8,
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endear the familiar objeot to the affections,....but however
far this operation may be carried, ite utmost effect is dut
the deadening and approximating the sensatlions of beauty and
ugliness, It never mixes or crosses, nor in any way alters
thems it has not the slightest econnection with nor power over
our nature, By tasting two wines alternately, we may deaden
our perception of their flavor; nay, we may even do more than
can ever be done in the case of sight, we may confound th- two
flavors tog~ther, But it will hardly be allowed therefore
that custom 1a the cause of either flavor”, (8)

S8ir Joshua Reynolds dipped inte both formalism and em~
piricism to form his theory and became the first of the eclectic
school, Reynold'z views are contained in his Discourses, In
1763 when the Royal Academy of Arts was founded in London
under the patronage of George III, Reynolds was elected 1its
president, & position he held with the exception of one month
in 1790, until his death in 1792, During all these years he
prepared and offered to the members of the Academy discourses
on his ideas of art and its study. “eynolds is best known for
his introduction and defense of the "grand style" which was
to represent thinge better than they are and was produced by
leaving aside all particularities and retaining only the
general ideas, He showed that art could at once be true and
imaginative, and to awaken the imaginatlion was, he held, the

true end of art, The imagination and not reason is the seat

8. John Ruskin, Modern Painters, I1I, 254, 255,
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of truth in art, said Reynolds. Thus we see that, in consid-
erinzs the impression upon the imagination to be the important
part of art, he leaned more towards empiricism than towarde
formaliam,

Ruskin opposed Reynolds in his introduction to the Second

Edition of Modern Painters. His opposition 1s based on his

following of nature, As H,Ladd sayss "A reverence for truth =
what reo2lly 1s « seemed to Ruskin the- great artistic necess-
ity". (9) Ruskin himself s:ys: "The true idea of landscape

is precisely the same as that of the human form; it is the
expression of the spscific = not the individual, but the
specific « characters of every object, in their perfection;
there is an ideal form of every herb, flower an’ trees it

is that form to which every individual of the apecirs has a
tendency to arrive free from the influence of accident and
disease, Tvery landscape painter should know the specific
gsharacters of every object he has to represent, rock, flower,
or cloudj and in his hi hest 1deal work, all thelr dlstinctions
will be perTectly expressed, broadly or delicately, =11 htly
or completely, according to the nature of the subject, and

the degree of attention which 1s to be drawn to the partieular
object by the nart it -lays in the composition. %where the
sublime 18 aimed, such distincticns will be in icatec with
severe gimplicity, as the muscular -arkings in a colossal
statue where beauty is the object, they Tust be expressed with

9. H. Ladd, The Victorian Morality of Art, 2, 3l.
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the utmost refinement of which the hand is capable”. (10)
Here he 1s reiterating what he had said about animrls in his
discuassion on Eruth: "The qualities and properities which
char-ct~rize man or any other an'mal as a species, are the
perfection of his or its form of mind, almost all indivicual
differences 1ssuilng from imperfections; hence a truth ef
species 1s the more valuable to art, becauze 1t must always
be a beauty, while the truth of indivicduals is commonly, in
some sort or way, a defect". (11)

Ruskin's theology hae & direct bearing on this view of
nature which allowe no tampering with nature heyond the
spe:1Tfic 1deal snd this fundementslly becauce it bore "the
Si-n-ture of God", &as mathematices was for Galileo the script
in which God wrote on nature. But hils s:cred view of nature
314 not demand & slavish imitatlion by the artist. It is
gensrally thousht oth~rwise. A scholastle, Father Callahan,
gays of luskin in this co.nectlont "Juskin d~cleres tiat there
is not a sinrle object in nature which to the right percelving
mind does not present an incalculably greater number of beauti-
ful parts". (12) Father “allahan disagrees with ‘uskin be=-
cause as he sayss "everything in nature 1s beautiful if we
consider it solely with re ard to 1ts specific type, or its

10. John Ruskin, [‘odern Painters,Preface to the Second Fdition 2!

11. ibid4, II, 142,

12. L, Callahan, 0.P., A_Theory of %sthetic, 75.
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arstract nature; for this nature is the 1deal to which the
individusl should conform, and as such 1s the expression of
the wisdom of the Divine artist”, (13) Trom the quotations
given above from Ruskin I believe that 2uskin agrees ratier
with Father Callahan than with the ideas attributed to him,
But 1t does not seem that “uskin would zllow the leniency
that Jacoues Maritain gives: "In nature, for instance, there
certainly is a perfect type (whether we know it or not) of
the proportione of the male and female body, because the
natural end of the human organiem is o thing fixed and invare
ladbly determined. But the beauty of a work of art not beingz
the beauty of the obj-et represented, Palnting and . culpture

are in no way bound to the determination and imitation of any

particular tyoe", (14)

Ruskin's insistence on the natural can be account~d for
perhaps by what Waldstein saye of him: "He is primarily a lover
and minute observer of nature and a moral preacher", (15)

These two traits tended to make him form a theory of esthetic
of nature before that of art, *ut to probe the workings of
the Divine MMind and obtain a notlon of the ideas which God
wished to clothe in material form are e:tremely difficult,

M, De 'ulf has sald from a consideration of the factors: "The

13, 1bid. 75.
14, Jaccues ‘aritain, Art and Scholastieclsm, 170,
15, C. Waldstein, The vork of John Ruckin, 27,
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constitutive theories of a general esthetic must be based on
the studv of artietic bezuty" and he quotes ¥, Ber son in
support: "It seems more in conformity with the rules of sound
method first to study the beautiful in those works which have
been produooquonecious effort, and then to descend by an im-
perceptible transition from art to nature, which after 1its
own fashion 1s an artist", (16) Ruskin'e esthetic of neture
produced such accretions as the "Theolozical Attributes" in
his theory of art and affected his view of hature in art,

Ruskin's method itself in analyzing the 1deas of beauty
in art was inductive. 1In jJjudgin: a picture he asked himself:
"What special fe-ture or chrracteristic of this picture gives
me the eathetic pleasure which I feel?" By makin- this ine
quiry before thguaanda of pictures, 3uskin was able to note
thaet what is meant by esthetic pleasure 1ls, after all, an
exceedin~-ly complex thing,

There ie first the pleasure which comes from our per-
ception of the skill of the artist. Thic 1s of the same
‘nature as the pleasure we tcke in watching an athletic cone
test, a great actor, or an exhibitlon of sleicht of hand.
Our plezsure 1s in the artist, not in his creatlion. Ruskin
cautions the —ainter against "taking upon himself to modify
God's work at his ple~sure, casting the shadow o° himself on
all he sees"., (17)

16, L. Callahan, O.P,, A THeory of Esthetic, 17.

17. John Ruskin, iiod-rn Palinters, -“refage to the Second =ditien
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There 18 next our own pleasure in actively appraising
the work, We recognize our sympathy with the artist and our
own 8kill in estimating his work., This plersure is in oure
g~lves, not in the artist or in his work prim:zrily. 1In
describing thls set of esthetic 1deas, Ruskin has been so
extremely vasue and ambiguous that 1t 1s dif icult to arrive
at any other conclusion than that he considers them of Aittle
importance,

There 18 a large number of estheotic responses to a work
of art which we discover on introsp-ction to be due to ascocla=-
tion of the i1deas suggested by the art objeet with oth-r and
intensely emotional memories and ~xperiences of our past or
present. These Ruskin cells ideas of association, He dlstine
guishes rational and asccidental association, and denys the
nffect of the former which 1s a conscious connect on between
a thing and the affalrs of men while th~ grest use of the
unconscious or accid-ntal as:zociation "is not to add beauty
to material things, but to add foree to the conscience.....
Reason has no effect upon it whqﬁ:gpoﬁyer. And there is
probably no opinion which 1s formed iy any of us, in matters
of tzste which is not in some degree influenced by the uncon=
s~ious assoclation of this kind", (18)

“uskin did not develop this aspect beyond makinz the
distinction and putting partic:lar stresgs upon our moral

associztions with objects of beauty. From the brevity of his

18' 1b1d0 II. 259. 258.
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eonsideration corpared with the importance that he seems to
lay on the accidental assoclations he lerves the impression
that this matter would be treated fully elsewhere, Perhaps
the chin~ve in the method of criticirm after the second volume
of Modern -ainters 1s the renson for the dropping of the com-
pletion of this important ground work.

After all these things heve been given their due welght,
there remaine a large number of esthetlc pleasures derived
fror the plcture 1tself as cause, BRefore cataloguing these,
2uskin c2lls attention to the fact that est ~tic pleasure may
not be caused, but increcsed 6r decreaged by certain qualities
in the beholder or in the artist., The beholder will increase
hie pleasure in proportion as he possesses (1) power of obsere
vation, (2) sensibility, (3) morality e«- i.e,, desire to know
the truth ~e« and (4) reasoning power --< i,e,, t0o analyze
his plessure, The artist will increase the power of the art
object to cause pleasure if he is also "mor2l" =-- 1,e,, sticks
close to toe objective truth of his matter, painting not the
subjective which appe-is to him alone, but the objective, which
apperls to all men, All of these influences in Ruskin's mind
are different aspects of Truth; and accordin~ly he desl nates
these causes of (increased) esthetic pleasure as "I‘eas of
Truth"., It is noticeablr that Ideas of Truth alone will not

give esthetic pleasurej they lncrease that which 1s otheruise

there,
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“e now come to Ideas of Beauty strictly so called,
There 18 no reason to think that iuskin at thic point de-crte
gd from hid induc ive method and began to rezson on a priori
grounds, His d-finition of bezuty is that of a m~n looking
at a scene or plcture., "Any material object which gives us
pleasures in the simple contemplation of its outward qu-lities,
I call in some way, or in some degree, beautiful," (19)

Thls definition reminds one of the definitlion of St,
Thomast "Pulchra enim dicuntur quae visa placent", (20)

Inde~d a 3chol-=st‘'c Philosooher, ¥ezther Callchan, says favore
a*ly of Ruskin in regard to hle definition of beautys "Zuskin
18 quite 1insistent in assuring us first of all that beauty is
an objective r-ality, and as it is found in nature is the ex-
pression of the creating spirit of the universe, At the sanme
time he is careful not to minimize the rols of ti~ subject 4n
establishin~ the totality of the esthetlie fact, for he sees
in psychical activity an essential element in the ex:erience
of the beautiful....s Thls Soctrine as to the nature of beauty
is in substantial agreement with the principles of St, Thomas
Aquinas®, (21)

In the subjactive aspect of beauty ‘uckin stresses the
role of the eyes and ~ars as the immediate recer-tors of b-auty
but makes the distinction of thelr perception by calling it

19, ibid. I, 100,

20, Sum, Theol, I &, Q.5., art., IV,, &d 1lm,

21, L. C?llamn’ OoP.’ A Thﬂgr'! of "Sgh"tlc, 28’ 29.
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"aesthesis" from that perception of the hizhsr moral faculty
by calling 1t "theoria"., It 1s in the last faculty that our
pereception o beauty essentially rests. This faculty graspe
its object intuitively, This aspect 18 mentioned by Father
Callahan as follows: "Esthetic knowledge is spontancous,
intuitive, in a manner perfect. This feature has been noted .
by several philosophers, by Ruekin, for example, who requires
that the beautiful give pleasure "in the simple contemplation
of 1ts outward qualities without direct or definite exertion
of the intellect". (22)

By making the moral faculties the ultimate receptor of
the dbeautiful Ruskin in the last analysis acknowledges the
"Kalokagathia'"' of the Greekd and thereby makes the good and
the besutiful the asame,

The above definifion of beauty can, I bellieve, be called
Ruskin's effective definition. In what may be called his
objective dofinition he glves five fundamentzal characteristiecs
or "attributea" for typical beauty and the "happy fulfillment
of function" for vital beauty. These are also comparable
to the three characteristics or elements of 3t, Thomaa' obe
jeotive definition of beauty. There 1s no doubt that the
reduction of Ruskin's characteristies into the Thomistic
elements is difficult because they tend to overlap in some

cases, but in others the reduction is obviously simple,
Unity end symmetry definitely belong to St. Thomas' proportion
22, 1bila, 41,
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for Thouistic proportion would direc“ly include symmetry and
is the efficient cause of unity ané hence included under pro-
portion by St. Thomas, Infinity presente difficu'ties but
I believe would come under proportion in light of what
Baudelzaire says of space which is aynonomous with Puskin's
idea of infinity: "Music gives the idea of space, So do=s
every art more or less; for the arte are number and number is
a translation of space", (23) Purity or light and the "happy
fulfillment of function" would com~ under an aspeet of St,
Thomae'® clarity and moderation and repose, since they both
have regzard to completion, would be aspects of integrity.
However these last four qualities cannot be resclved completely,
Purity, rfor example, in uskin's mind belongs also to integrity,
The names given to the attributes of typical beauty mi, ht
lead one to beli-ve that he arrived at them g_priorid from a
theological basis, However, we find that the inductive method
18 us~d by Ruskin as a proof that they cause beauty. To take
infinity .as an example he says of it in regard to childrea:
"One, hoever, of these child instincts, I b-lieve, that few
forget; the emotion, namely, coused by all open ground, or
lines o7 any spacious kind cgainst the sky, behind which there
might be conceived the s8e8,....1 am certain thet the modification
of it, which belongs to our after years, is common to all, the
love, namely, of light distance appearing above a comparatively

dark horizon. This I have tested too frequently to be mistaken,

23, Jacgues raritain, Art and Ccholasticlsm, 185,
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by offering to indifferent spectators forms o egual ab-

8t act beauty in helf tint, relleved, the one z2:0inst the
dark sky, the other against 3 bright distance, The prefer-
ence is invariably given to the latter”, (24)

The close theological import of these attributes may be
taken to mean that esthetic pleasure 1s a rudirentary pleasure
prevaring us for the eternal pleasures of the Beatific Vision,
This 14e~- 14 lucid eand possibly true, but ono wonders how
Ruskin discovered thls truth, since it i3 not & matter of reve
elation,

Agaln one may suspest Ruskin of Antroducing these Divine
attributes because he 18 not convinced of the accuracy or
of the erclanatlion of his list of stimull and wishes to
butress them by theology. It may be a germ of his future dise-
gust of philosophy or an indication of the same tendency in
Ruskin which Professor “hitehead has noted about ~ighteenth
century thinkers: "While the Middle Ages were an age of faith
based on reason, the eighteenth century was an age of reason
based on faith". (25)

At sany rate the linkage of the churacterlstics of beauty
which he errlved at inductively with the 8 _prioril sssu:ptions
of their theological import is not necessary to his tneory of
beauty, They have an interesting assoclatlon with the ideas

of Newman whose affinities with Ruskin on rmany sub’scts have

24, John Ruckin, Modern “alnters, 1I, 265,

25. Christovher Dawson, Pro;ress and Religion, 231,
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been noted, (26) Newman says of tho beauty of music: "“an
it be that these mysterious stirrings of the heart and keen
emotions, and strange yearninge after we know not what, and
awful impressions from we know not whance shouldi bes wrought
in us by what 1s unsubstantial, and comes and goes, and
begins and ~nds in itself? It 1s not soj it cannot be, Noj
threy have escaprd from som~ higher sphere; they are the oute
pouring of etermal harmony in the medium of crected sound;
they are the ecihoes from our Home; they are the voice of
angels, or the magnificat of Saints, or the living laws of
Divine Government, or the Divine Aitributes; something are
they besides themselves, which we cannot compass, which we
cannot utter « through mortal man, and he perhaps not other-
vise distinguished from his fellows, has the zift of elicit~
ing them", (27)

26. Hugh Walker, The Literature of the Victorian Era, p.l1005,

27, 8, Alexander, Beauty end Other Forme of Value, 95,
From Yewman, University Sermons.
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CHAPTER FIVE
ESTHETIC PLEASURE

*hile we give apscial attention to “uskin's theory of
besuty proper, 1t will be well here to sketch hie whole
esthetic system. This system is 2 complex one for “uskin
believed that beauty comes not from zny single quality, but
from 2 blending of his five “"i1deas™ and theipr comvonents,

Ruskin when he useg the term "idea" uses it as did |
Locke, who 8213, "‘'hotever the mind perceéives, I call idea"s
(1) Ruskin leaving aside uny thought of metarhvsic~l reality
mekeas ide= gynonomous with simple noreeption. e reduces all
sources of pleaasur~ into five Jdis‘inct classes of ide2s,
those of power, initation, truth, beauty, and relation,

Power, The reacoznition of power comes with the r-all-
gation that Aifficulties of knowing, relatin- or inventing
have heen overcome, By estimating the gre-tness of the
difficulty to be overaoms and the means employed, we ca- form
an eatimate of the faculties axerted and the nower required
for suzh exertion, There can be -~eangations o” power a2bout
imperfect art and often times these sensations 2re more viviad
regarding the hasty sketch than the tinte! canvas., !Yowever,
the sense of power 1in something reslly compl-t~d sko:ld be
greater than in something marely sket-hed, There is a sense
of power in viewing the sketches of ‘red-rick Taylor, with
every line telling and with enormous ~ffect in prc.ortion to

ta~ apparent means, y~t the effect 1s not compl-te, and o

1 . John Locke, Zgsey on Human Underctanding,
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the sense of power 1s not as grect as in & more complete
work,

The knowledge of the mechanical means used to produce
the ;;Aven end also glves us 2 sense of power, .uskin lists
seven of these qualitiee of execution which enchance the power
of the work. They are: \

1, Truth, All qgualities of execution are influenced

by and dependent on the knowledge, for in proportion
as the artist 1s sure of his end, he will be swift
and simple in the mezns; and a8 acourate and deep as
he is in knowledge will he be refined and precise

in his touch.

2. Simplicity. The more unpretentious and quiet the
means the more impressive will be the effect.

3. YMystery., The execution that 1s most incomprehensible
and deflee imitation 1s best,

4, Inadequacy, The lese sufficlient the means appear
to the snd, the greater will be the censation of
power,

5. Pecision, The appearance that whatever has been done
has been done fearlessly gilves the impression that
the fact represented and the means to represent it
wers known perfactly.

6, Velocity. Truth supposed being equally present,

there will be more evenness,grace, and variety in
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the quick touch than in the slow one,

T. 2izarrenesa, This showe the nower of the oninter’

to recornize the picturescue,

Thege gaven ~unlities sapre, according to “uskin the only
legitim~te sources of the behnldeds ple-sure in the execution
of the artist, The first three, truth, simplicity, and
nystery, are the greater cuslities and withdraw attention
from the means and fix it on the result, The lzet four,
Inadequacy, decision, velocity and bizarreness, are the
attractive cualities and withdraw attention from the resulta
and fix it on the means, k

Imitotion, The second of his "ideas" to zive esthetic
plessure 48 that of imitation. #whenever a »:inting looks
1ike 'hat 1t 18 not, the reszembling beine so great as nearly
to decaive, wa feal 8 kind of pleasur~nble surprise, and when
we gan that 1t 18 caused by a -t we receive the idea of inita-

tion., S3Surprise is nleaging t0 the nature of ewery man and
there can b~ no more distinct surorise thorn th2at coming by
the svidence that the thing 1s not what it sppeirs to be, The
most p-rfect idea of imitstion comes when one sense 1z contra-
dict=d by another as when the eye.says a thing is round and
th toush that it is flat,

Rugkin considers the »leagures asrisin~ from iritcotion
the most contemptible thet can be derived from art, because

for their =nijoyment the mind re jects the imprescion of the thing
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represent~d and fixes 1tself only on the refl-ction that

it 18 not whet 1t seems to be, Still another reason fo- tae
low state of these ideas 1a that for their attainzent there
is only needed a true eye, & steady hand, and mod~rate
industry, qualities that can be found in any artificer,

Truth, A third idea, that o truth, applied to art
signifies the faithful statement, either to the mind or to
the sense, o any faet of nature, +When we perceive the
faithfulness ol such a statement we receive an ldea of truth,.
vhile imitation can concern itself only with something mater=
ial, truth concerns as well the emotions, impres ions, and
thoughta, thus having a universal application, Truth may
be stated by any signs or symbols vnich have a deflinite
gsignification in the mind of those to whom they are addressed,
while 1dezs .of imitation require 2 likeness, i(he latter
speak only to the percepti vq the idecs of truth to the
conceptive facultlea, Ideas of truth are oven incoasistent
with those of imilitation} for example, pictures that imitate
to deceive are never true,

Beauty. e will consider beauty proper, the iourth ldea,
only brirfly here and more fully later. -uskin defines as
beautiful any material object that can glves us pleasure in
the simple contempletion of its outward quellitles without any
direct end d~finite exertion of the intellect. rerfect taste

id the faculty of receiving the greatest possible pleasure
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from these material sources which are attractive to our moral
nature in 1its purity and perfection, He who receives little
plezsure from these sources wants taste; he “ho receives
pleasure from any other zour:es has a bad or false taste,

Taste 18 not to be confused with judgement, whi:h 18 a
term expresaing drfinite astion of the intellect and applieadble
to every kind of subject that may be submitted to 1t,
These sxeptions of the intellect are entirely distinet from
taste, 'hich is the instinctive and instant preferring of
one material edject to another without any obvious reason
exgept thet 1t 19 proper for humen nature in its perfeetion
to do so,

Wo must not hovwever think that beauty hss no effect
upon the intellect; for all our fesll gs are go interwoven
with our intellectusl powers that we cannot affect the one
Qithcut in some degres affecting the others; in 211 hizh ideas
of besuty 41t is more than probable that much of the pleasure
depends upon delicate and untraceadle perceptions of fitneas,
propriatr and relation, whizh are purely intellectual and
through which we arrive at our hoblest ideas »f what 12 commone
ly oAlled"intellectual beauty”.

Relation, The fifth idea of Ruskin's t-.eory is that of
ralation and, while he tells us in his first volume of Modern
Painters what he means by it, he does not systematleally
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d~velop this idez in his later work. Relation is 2 term of
convenisnce expresgssive of a vest number of ideas conveyable

by art, which are subjects o dlstinct intelleccturl perceptions
and actione, and henee worthy of the name tho.-his., Under
relation must bes arranged everything productive of exptression,
sentinent and character whether in figures or landscape,

The children sailing boats in the foreground of urner's

The =uilding ol Tarthage express the source of the Greeke'
future greztnese although 1t has nothing to o with the
technicalitiss of painting, Zcuch a thought, says Tu:kl i,

is a-ove all art,
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CHAPTER ©SIX
THE THEORY 1IN OUTLINE

The n»receding has given the resder g general notion of
Ruskin's ideas, Ruskin carried each on- of these down to
very specific ends; under power he treat~-d thoroughly the
gualities of axecution, while under truth he spoke of the
general truths of tone, color, chiaroscuro and space, and the
more particular truthe of the painting of skies, clouds,
water, earth and vegetation, The chart glven below in out-
line the details as well as the general topics treated. The
sketch of the thaory of beauty will serve as well for & plan
of the treatment of this subject which will follow,
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CHAPTER SEVEN
THE THECRETIC FACULTY

All creatures are thouchta of God in beinuz, nd in being
they are to mxpress His glory snd to further it. The latter
part of this statement Ruskin affirme when he writes that
men's function is to be the “witness of the glory of God,
and to edvence this glory by his reasonable obedience and
resultant happiness", { 1) But men all too oftien forget thie
end zllow the feculties thet should sselist them to increase
God's glor&hlapd them from 1t, Discussion of theae two
feculties, the theoretic and imaginative, form the two main
divisions of “uskin'’s considersti n of beautv, !He tells us
first that the theoretic faculty, which 1s concerned with the
moral percaption 2ud appreciation of ideas of besutv s
too often Ad~crraded to & mere operation of sense so that the
arte which append to it become "minister of morbid senmibllities”
secondlly, that the function of the imaginative facvlty strives
with such earnestness %0 show things s2s they are not that it
seems to trv to irmprove the works of God,

2uskin substitues the word, "theoretic", for "esthetic"
for to him the latter word denotes only sensugl pleasure and
the impressions of beauty ara more then sansual 1-pressions,
“or beavty 1s not perceived through the lower ssnaes, taste
and touch; these senses give only an inferior part of th»
plesczure, They are necegsarv to life ond are mesns of

1. John Ruskin, Mcdern Painters, II, 1, 2,
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preserving and propagating it, but when ~ither of these
sengss 1s contrary to reason they destroy rath~r th-n pre-
seryve life, These two senses if over-indulged lead man
into Sntemperance because the oversindulgence interferes
with the physical funetions for which the sens~s have been
inatituted,

The higher ssnees, sight and hearing, while they have
functions to perform that make 1life o-ginrpr and more tearadle
for man are not esszential either to the preservation of the
individual or the propagation of the race, Again in their
being they are, 28 Ruskin says, ~ternal and inexhaustible,
He sontinues to point out that they are not means of life,
but rather an object of 1ife and a8 such there is sometaing
of the divine in them for "God will not make anything an
object of 1ife to hls orez2tures which does not point to or
partake of himself,,...Now the mere animal consciousnees of
the pleagantness I call aesthesis; but the exulting, reverent,
and grateful perception of 1t I call theorla, For this and
this only 1s the full comprehenslon and cont~mplatlon of the
beautiful as a gift of Gody, a gift not necessary to our belng,
but add~d to and slevating it, and two--0ld, first of the
degree, and ascondly of th~ thing deeired". (' 2)

I£ 48 because the plesasure=s coming “rom the id-as of
peauty perceived through the higher senses act upon the

2:, ibld, I1I, 235, 236,
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intelligence and are 1led through the intelligence to the
knowl~dge of the Supsrior Intelligence that these ideas are
spld to Be eacentially moral. ‘uskin in his chapter on the
theor-tic faculty ase concerqu the plezsures of sense gays
that even more Aimportant than e~nsuzl or intellect =1 percep-
tion iz the "pure, right, and open state of th~ heart" of

the one prreeiving. ]

Befors considering Ruekin's notions concerning the
acouraey and inaccuracy in impressions of sense it pay be
well to mention that when he apeaka‘gf right or wrong i:ipress~
lcna or right or wrong judgements he means not only impress-
ions and judgements srtistically ri ht or wrong but also
norally right or wrong.

Ruskin next inquires concerning by whet test we may
detrrmine whether thesce imprpssioﬁs are rightly or srongly
egteemed beautiful, He admits that 1t do~s not seesm easy to
prove th.t men ought to prefer one thing to another, for
many wil! assert that easch individual has & right to hie own
opinion, Ruskin, too, will admit this but contends that
the sensntion of beauvty 1s intulitive and necessary; he conw
tends es well that there are some scurces from which 1t is
rightly derived and others from which 1t is wrongly derived,

Concerning this he ssks two questions: "the first, in
vhat way an impression of senge may be deceptive, and there-
fore respecting it untrue; and tae second, in what way an

impression of senee or the preferences of one, may be a
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#'bject of will, and therefore a moral duty, or delingquency”.
(3)

He snswers thet the false imprescion may -rise bacause
the psraeptor faels diffmécntly from the ms jority respecting
tha objesct or that he mnrgly prefsrs for the present those
of his i-prescions which he will not ultimstely prefer.

To the s~cond qunstién 28 to what way the Ampression
or prefersnce may be a sugjnot of will Ruskin stzates that we
have no power over immediate impressions or prefsrences but
only over ultimate cnes, Going on to explain this he offers
an example concgrning the impres-ione obtained from the
aense of taate;{whcn two QIff»rent things are offered to the

pelate w- hays not the power to prevent or command the in-

%
&

stinctive preference, end the immediate reactlon will be

that on= will be unavoidably preferred to the other, Howaver,
st first only the more eovident qualitiec attract our senae

of taste, and if the two things are submlitted to a more care-
ful and disoriminating test 1t is quite possible that our
firat impression may be changed, Henee it 1s evident that
the power we nossess over the preference of lmpressions 1s
not something immediate but 1s rather a povwer of testing and
somparing uwtzl‘we are able to determine what 1z actuslly
prefarable.th;acpice in naking such tests will make it

b ibia. II. 2410
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pessidbla for us to distinguish mores quickly what is of real
worth in the object belng‘tosted. The princi-les of prefer-
enos that we will thus acquirs will be applicable to all
objects that oan de Judseé by the paritiocular sense under con-
siderstion, Ruekin agserts that the thre~ constituents of
perfection 4in 'sense are t;ue judgement, maximun sensibility,
and right relation to ath%rﬂ. and thego are co-e: latent and
involved in or~ another rér the true judgement is the result
of high sonaibii:ty. and the high sensibility is in turn the
recult of right relation, He points out that intemperance
and overcultivation of any one of the senseés will not only
dull our ability to meke correct judgement conc~rning the
impressione perceived by that eense, dbut will also weak n ime
partial judgenment of impressions received by the other ssnses,

Since for many benef'icent purposes the nature of men
hae come to accept many thinge that are naturally painful
and even improper to 1%, he must be careful not to fellow
bHlindly either suthority or fashion dut eentinue to Judge
garefully for himself lest by custom he come to tolerate or
even admire objects thet are reslly harmful,

We must bs careful however never to desplse the opinion
of suthority dbut to give it careful consideretion in the
examination of our own imppeseions, We must too compsare with
great care 211 the objeots under considerstion rather than
blindly accept one a8 best, It becomes avident that one of

the grestest virtues that we can possess in the davelopment
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of good taste is patleﬁco. With patie~nce we must contem=
plato whatever is offered to our senses even though our first
l~preseions be unfavoréble. Ye must, to uce ‘uskin's words,
61aup the objset so hn;d that 1t will be crushed if 1t be
hellow,

e wlll quote Ruskin himself concerning false taste
and true taste, ”Fals; tagte may be known by 1ts fastidious=
ness,; by ite demands of pomp, splendor, and unususl combine
ation, by its enjoyment only of paéticular styles and modes
of things, and by its pride also, for 1t ic foreover medéling,
mending, accumulating, and self~exu .ting, its eyes always
upon itself, snd 1t teste &ll things sround 1t by the wvay
they it it But true taste is forever growing, leééning.
re=dinge worshiping, laying its hend upon its mouth because
1t 18 astonished, casting its shoes from off 1ts feet because
1t finde 211 ground holy, lamenting over itself and testing
itself by the way that it fits things. And it finde whereof
to feed and whereby to grow in all thinge". (4)) The man
of gocd taste thermfore will avold constantly choosing the
geme things for his contemplation bBut wlll have interest and
will d~velop this interest in =very thing.

Tt 1s important to r-alize thrt “uskin t-liaves thet
there 15 & comron denominator of beauty in ~vapry oblzct and
that it 1s necessary to strip svery object of 1ts distinctive

4., 1bila, II, 248,
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qualities until we arrive to that point where we can judge
Af it possesses & common denominstor of beauty,

By the term beauty Ruskin si nifies two things; first,
the external quality of hodles which he ghows to be in some
way Lyplecal of the Divine attridbutes and which he deslignrates
as typlical beauty; second, the appearance of fulfilliment of
functione in living taings and thid he designates as vital

beauty.,

At this point in the exposition of his theory uskin
mentions four opinions concerning beauty which he holds to
be falae,

The first of these 1s that truth 1e beautly. ‘le points
out th~ falseness 0f the theory by saying that a stone looks
as truly to be 2 ston= as a rose does a rose and yet in spite
of that truth it is not as beautiful,

Again it has been claimed that beauty is uscfulness and
thls error he considers to be the mosi degrading and dangerouse
advanced on the subject, «We can ecsily reelize the Tault of
this utiliterian view and there is no need to explain the
deficiency of such =z system further,

8t111 others contend thzat deauty results from custom,

We must adwit that there 1s 1n custém a twoféld operztion;
the “irst by which repeated operatlions tend to lessen what wcs
at rirst repulsivej; the second by which repeated impressions

familiarize us with the object viewed and increase in us
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an affection “or 1t, “uskin says that howsver much we expers
ienee i~prescions thaey, of ihemselves, cen nelther create nor
Aegtroy the eggencg: or}b-auty. He gives for 2a example the
tasting o two wines, Althourh we may continue to taste them
we may elthrr deaden the peveeption of t-o fl vor of the one
we do not lik» and appreciate more fully the sne more pleage
ing to our -alate, actually thore cen be no resl ch-nge in
the winees themselves; nor cen the oustom, or continusd tuste
ing, b~ the ctuge of either flavor.

Th» last error which he considers the most weizhty is
thst beauty dapends on tho assoclation of idesng, Assocla-
tion of 1decs may be of tvo kinds, rctional and rccideatal,
The first may be the intereat which 1s aroused by an object
historlcally connectsad with the affalrs or a"fections of man
and hence shared by 21l vho are awsrs of tho co-nection,
Accli’~ntal assocliation arisrs from the accidental connection
of 1C¢acs and memoriee with a certain nate-~1al thing which,
because of these ideas and ~emories, some {0 be re.oried ns
agresable or otherwise according to the feelings they arouse,
Ruskin admits that no one of us perhaps forme any opinion in
natt~re of taste which 1s not more cr les: Influ=nced by
guch assoclation, Recason however has no part to play with
such asscvclation of 1deas eand 1t can eaclly heppen that in

those who have no definite rules of Jjuds~ment that a
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substitution of this instinctive association may com~ to take
the olace of a more valid system of reasoning,

Rusizin feels that this associative faculty tends to not
80 much to add beauty to material things as to add force to
the conscience., There is danger that this habit might owerpower
the theoretic faculty and that we may fall into the habdbit of
Judging by fe-lin- and instinct and overlook much of the beauty
that 18 inherent in external things. He dors not believe howe
ever that this assoclative faculty has not some value for man,
for it is through this that men conceive different ideas cone
cerning the same subject, These ideas and the interchange of
them that follows m&kes human compani. nship more pleasant and
indeed more instructive than Af all men instinctively reacted
alike, The real danger in the use of this facultiy arises
from the fact that each of us has pecullar sources of enjoy-
ment that certain senses and objects arouse t0 which others
do not react, There is danger that we might look upon these
pecullar feelings as ultimate conclusions of taste and strive
to force them upon others as authoritative. It often happens
in the consideration of the same object by & young person and
by an older one that entirely distinct sensations will follow,
In such situations care must be taken that each has the breadth
of view to sympathize with the reactions of the other and to
look beyond the first impressions to discover what might be

enjoyed in common before blindly condemning the opinion of

others.
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At the beginnins of his treatment of typical beauty
fuskin asks his readsr to rid himeelf of all conventional
and authoritaetive thoughts and of asscciations arising
from his respect for pagan art as well as f-om thoes in any
way traceable to classical readings; he desires the reader in
other words to enter into the c:nsideration of his subject
with 8 perfectly childlike attitude, He tells us that prace
tieally ~very child awakens to the sense of beruty at the first
gleam of reason and he further states thot much of this
firat intense dslight 15 lost with the coming of years and
the many diverge noticna and cares that come with then,

OCne of the purest emotiona of childhood and one which
is continued in later life, is that caused by "all open
ground, or lines of any spacious kind against the sky, Le=-
hind whic: there micht be conceived the seg", ( 5) While
we enjoy the beauty of nearby objects, whether of the fzll
of water over a cascade or the glitter of the sun on the
trunk of the birch, theore seems invariably to be a more ine
tanase enjoyment end 2 deeper feelins of beauty on beholding
the ricing or settinz of the sun or the lakes of a lone
cloud in a clear sky. The plesasurs brou ht by these last
named views is derived not from any pley o 1light or more
perfection or fullness of color but rather because the

5 . ibia, II, 265,
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distance of space suggests infinity.

So irpertant does Rusxin consider in‘inity that he
writes: "And as much as I dread the snuncistion of anything
that mey seem like a conventional rule, 1 have no hesitation
in aeserting, th-t no work of any art, in whicn thic expres-
sion of 1inTinity s possible, can be perfe-t, or supremely
elevated without it, and that, in prenortion to its pres:ence,
1t will exalt and render impressive even the most tame and
trivial themes,,,,,For I know not any trulv great .alnter
of any time, who manifests not the most intense pleasure in
the luminous space of his backgrounde, Or wnoever sscriiices
thl- plersur~ where the nature if his subject admits of
its sttainment, as on the other hand I hnow not that the
habituel use of dark backgrounds can be shown &8 having ever
been co-e istent with pure and high feeling, and, except
in the case of Rembrandt, (and then under peculiar circum-
stances only), with any high power of intellect." ( 6.)

It 1e indeed true that many artists show in their works
that they felt as -uskin that infinity wae of great importe
ances, and, feeling this, they used som~ means to suggest 1it.
It is generally admitted too by the majority of men th=t no
amount of beauty in the nearer form,so long 28 we have only
that to consider, gives as great enjoyment ae does beauty
joined with soms idea of space or infinity.

Besides miving the imprezsioan of space Lo asuggeat
infinity iuekin writes that the same sense ls given by the

“6. 1bla, 1I, 267, 268,
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grace of curvature which is found in all natural Torms, and
by gradations of shade anrd coler, It 1s ezsy to perceive thst
both curves and shading suz~est contrasis shica can lead the
mind to a eense of Infinity, Ruskin ends hies tre-tment of
infinity by warning us not to confuse 1t with mere vastness
which ia neither more wond>rful nor i -pressive than litile-

nens,

Ruqkin next trests of unlty and compares the unity ~x-
isting among obj~cts with Divine Unity, for, he s-ys, when
theres is 2n appeerance of aesparation or isolation in any~
thing th-fn 13 an sppearance of imp~rfescti>n and +here there
ig appesrance of connaction and brotherhood there is t.e
aimirication of pﬂ;fectlon in things united, ‘Il prefers
tc speak of this unity as comprehsnsiveness since unity somee
times is considered 28 oneness or singleneas lnstesd of
universrlity,

uskin lists several sorts of appearances of unity.
There 1s unity of 4ifferent and sepurate things sdbjﬂcted
to the same influence and called subjectional urity. Agein
smong *hings arieing £ om one cgource th-re le uniiy of
oricin, Unity of sequence exists zmonc things that follow
one another but which at the sare time, have some ccnnection
with on~ ancther,

The greatest of the unities, of which 21l others are but

parts, 1s unity of menmbership which 1t the unity of things
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imparfect in themselves into a perfect whole. Thic unity
cannot exist among things similar to each other for two
or more like thinge cannot b~ members on~ of another or
form a whole thing. Ruskin gives us an example of this that
two arms must alwaye remain two arms in our conception and
they can only be brought into unity of membership by beling
Joined to the body,
Because this unity of membership is brought about by
a varieily of parts, varlety itself has come to be over-rated
80 much so that some artists bellieve that there is inherent
agreseableness in variety. Varlety, it is true, can increase
beauty but only when it is harmonious. We 2ll realize that
a variety of colors does not necessarily bring bexuty to
the object so colorsd but that we receive the idea of beauty
only when the colors are harmonious and 4o not clash,
Connected with the pleasantness that cen result from
variety is the love of change as a principle of human nature,
Ruskin laments that such a great love 0 change exists for
he looks upon it both in subjects of the intellect and the
sengess as a weakness and imperfection of our nature, ile
contends that this love of ¢hange 1s found among the weake
sgt-minded man for they are incapable of constancy in thelr
appreciations and hence are continually wond=rin- at new
thinge. This love of change prevents man from being able
to judge tha true gualities of any object over a period of

time because they do not give themselves time for such
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consideration, It 1s well known that much that 1s worthless
in art of all sorte can only be truly judged such after long
contemplation and sincere consideration, Love of change makes
1t impossible to eubject any work of art to such contemplation
or consideration,

Another important relation in bringing about unity is
proportion which is of two kinds. Firat there is apparent
proportion which takes place between qualities for the suke
of connection only, without any ul-timate object or casual
necessity; and second, construotive, when it has reference to
some function to be discharged by the qualities depending upon
their proportions, While there is no sense of rightness or
vwrongnees connected with apparent proportion, it is one of
the most important means of obtaining unity between thinge which
otherwise would have remained distinot in similarity. Cone
structive proportion, or the adaptation of quantities to funce
tions, is pleasing to the mind which is cognizant of the func-
tions to be performed., It 1s to be noted that we see becuty
only in apparent proportion, Ruskin concludes hils treatment
of unity in considerations concerning how 1t may be best obtain-
ed by melodies of line,

Following his treatment of unity Ruskin next considers re-
pose, or the type of Divine Permsnence, "As opposed to
passion, changefulness, Or laborious exertion, repose is the

especial and separating characteristic of the eternal mind
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and powser; it 1s the "I am” of the Creator oppos~d to the

"I become" of all ereaturss; It is the sizn alike of the
supreme knowledge which is incapable of labor, the supreme
volition which is inocapable of change; it is the stillness
of the beams of the eternal chambers laid upon the variable
waters of ministering creatures's (7 )

Repose 18 twofoldj either m~rely the appearance of
permanance and quietness, or 1t is the repose of things in
which th-re 1s vitality and capsbility of motion actual or
imzgined, Just as unity 18 more evident when what might have
seemed its contrary is clear, 80 repose is more noticeable
when its opposite, ~nergy, is distinctly implied, Iothing
is more noble in man thsn mental repose for he shows great
power in holding to thils repose in the midst of all the cone
flicts of life,

Ruskin calls repose the most unfailing test of beautly
and ssyes that nothing can be ignoble that possesses it,
nothing right that has it not. Wordsworth testifies to the
universality of the instinct of repose when he writes:

"The universal instinet of rspose,

The loncinr for confirmed tranquility
Inward and outward, humble yet sublime,

The 1ife where hope and memory &ars as one,
Tarth quiet and unchangedi the hum:n soul
Consistant in self rule the heaven revealed

7 ® ibid. II. 296.

78



To meditation, in that quietness.” (8)
It ie the absence of repose that is responsible for the glitter
and glare of color, inconsistency or absence of thouzht,
forced expressions, bad choloe of subjects, and over acoumulae
tion of material, These defects clutter all art, literature,

musie, and painting, when repose is lacking.

Ruskin gives little space to the consideration of symmetry,
or the type of Divine Justice, for he feels that its importance
is univeraally understood, Nature harself in nlants and
animals end man shows symmetry. Symmetry does not mean that
there be equality, still less absolute similarity of parts but
only that there be a balance between them, Symmetry is the
balancing of equals « proportion of unequals,

Symmetry 1s not in itself sufficient to gilve beauty but
1t does add to the Adignity of every form, It is indeed
possible for any form to be symmetrical and ugly, but no form
is ever 80 ugly as if 1t were unsymmetricel,

Ruskin points out that symmetry has been us~d alweye in
religious art and usually too by landscape painters, Artists
consider it so important that they even preserve 1t by artifie

cilal ity .

8, william “ordsworth, Excursion, III,
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The next quality considered by Ruskin 1s purity, the
type of Divine "nergy. There is in everyone, fuskin con-
tends, an instinetive love of light., This love is not for
all light but that which is diffused or infinite, for that
which is tranquil and not startling or variable, and ‘or
that which 1s pure and not sullied, Ruskin believes it
is difficult to assign purity to one color more than to
another and points out the characteristics of purity by
analyzing the nature of our ideas of impurity in general,

We have an idea of impurity when varlous ~lements are place
ed in & relation inocapable of healthy or proper op ration;
and again when conditions are apparent in which the negation
of wvital action is most evident, as in corruption and decay
of 21l kinde, This sam~ sense of inpurlty is given by the
associlation of inorganic and orgsenic matter, As an ~xample
of this .uskin tells us that 4irt in a mass,as in a mountain,
can excite our greatest admiration and yet the asight of it
on skin ¢an produce an unpleasant sensation because it drade
ens the vital and healthy power of the skin. Anything, in
short, that suggests t0 our mind defilement offends our sense
of purity.

The ideas of purity and ~nergy are connected because
where there is purity, there 1s commonly the most pecrfect

fulfillment of function and there energy is most vital and

unimpaired.



At the beginning of his chapter conc~rning moderation,
or the type of government by law, Ruskin points out that the
terms chasteness and refinement which are often used have no
valid meaning but refer too often to objects which by thelr
costliness or rarity are difficult of attainment. These two
1deas are not however in any way connected with beauty for
they do not at all account for the pleasantness of form or
color which may be rightly termed chasteness, Refinement is
often used re~ferring to exactness and Ruskin says that 1t
18 2 sk&gn of the imperfection of genersl taste that it 1is
80 often content with formas and things which while they pro-
fese completeness are neither exact or complete,

'ost of the bad art which strives but never attains
completion and exactness 1s bad because there 18 in it a
lack of moderation,

Of the importance of this quality Ruskin says: "1 have
put this attribute of beauty last, because I think it the
girdle and safeguard of all the rest and in this respect the
most eassential of all, for it is poasible thet a certain
degree of beauty may be até?ned even in the absence of one
of 1ts other constituents, as sometimes in some measure with-
out symmetry or without unity. But the least appearance of
violence or extravagance, of the want of moderstion and re-
straint 18, I think, destructive of all beauty whatsoever in

averything, color, form, motion, thou~ht, or lz2:guage, giving

81



riss to that which in color we call laring, in form in-
elegent, in motion ungraceful, in languace coarse, in thourht
undisciplined, in all unchastened.ecece: wouldi hzve the
necepgsity of it foremost among all our inculcating, and the
name of it largeat zmong all our inscribing, in so fzr that,
over the doors of every school of art, I would have this

one word, relieved out in deep letters o7 pure gold, =~-

Foderation", ( 9)

tuskin next gives consid-ratlon to vital beauty o  which
we have alreedy spoken &s consisting "in the appearance of
felicitous fultTillment of function in living things",

Living bringe in a perfect state possess certnin appecrances
or evidences of happiness, Ruskin here says that the pere
fection that comes from such perfect living things is in

tn~ kindness of the heart wnhlch recelves pleasure “rom the
happiness of these things, This feeling 48 charilty and 1is
increasrd as we draw nearer to 3dod,

Since the ex~reise of the full perception o' vital
beauty ther-fore depends upon charity a right and healthy
condition of the moral being 1s necessary, =0 important
does Ruskin consider charity to be in the appreciation of
vital beauty that he holde th-t the one who does not love
God and his brother can have no love for the creatures of God,

It 1s such charity thet has inspired the great nature poets,
9. John Ruskin, }odern Painters, II, 318, 319,
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Vo8t necessary for our appreciastion is the possession
of vital energy in the object under consideration, A dead
plang or a deed human body possess the same lines of symmetry
88 does the one which lives and yet cannot be the source
of the same pleasure to us as the living object. The reason
for this 1s that we receive pleasure in proportion to the
appearance of vigor and sensibility,

The plesasure that we get from the appearance of vital
beauty arisee from unselfish sympathy at the happiness of
the being possessing this beauty. This appreciation arises
above any interest in the purpose of the being., As seon as
we come 0 regard the utility of any object we are consid=-
epring it from adifferent aspect and no lon er have the same
perception of 1ts beauty, Agein interest in the mechanism
of an object destroys our sense of beauty. The movement of
a body may impress us as beautiful while we would not at all
receive thet Ampression were we to0 regard the movements of
ligaments that make the motion possible,

Thus far we have considered the appreciation of vital
beauty as belonging to the affections, =uskin n~xt consid-
ers how it is concerned with the moral functions of animals
and is hence dependent on the cultivation of every moral
sense, 30 it is that we esteenm as most beautlful those
creatures whose functio-ns are the most noble and are repulsed
by those whose functions seem to us ignoble; 1t 1s for this

reason that slothful or sly animals do not give us the same
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pPleasure in perceiving them as do those whose ways of acting
are more energetic and open, Even in animals as in man a

Yack of high purpose imparts to the expressive characteristics,
as the eye, an expression that offends and detr: c¢ts from the
beauty of the being. Eyes which express malignity or subtlety
and 2 mouth which 48 a oruel or hard or snarlin; one do not
impress us as do the eyes and mouth expressing mildness or

serenity.

Pursuing the 1nqu1riéa concerning vital beauty Ruskin
obs~rves vhat impressionea of beauty are conneoted with the
morea or less perfect fulfillment of appointed functions by
different individuals of the same specles, Here we no longer
consider worthiness or dignity but r-ther we regard the
employment, capacity and duty and compare 1t with the other
individuals of the same spmcles to dertermine to what extent
it executes 1its office,

We have alresady considered the plesasure received from
the mere happiness in living things and we have seen th:t
besuty ie increased as the standard of moral perfection 1s
rajised, Here we consider how thoroughly each being is able
to perform its function and we will derive pleasure from be~
holding their entire perfection and fitness in performing the
duties that belong to their nature,

Ruskin continues to say that the perfect idea of the form

and condition in which all the properties of the speclies are
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fully developed is called the ideal of th~ speacies: and he
calls upon the student of his theory to give close attention
to the following statements. A work of art which represents,
not & material object, but the mental conception of one 1s,
in the primary sense of the word, ideal. In other words it
represents an idea and not a thing, On the other hand a
work representing the material object 1s, in the primary
sens~c of the word, unideal.

Ideal works of art therefore represent acts of the
imagination and are good or bad in proportion to the healthy
condition and power of the imegination; while unid~al works
of art repres- .t actually ~xisting things, and are good and
bad in proportion to the perfection of the representation,

From this 1t 18 evident that all bad works of art are
either those, which professing to be imaginative, have no
stamp of the imagination, and those which profess to be
revresentative, are in no manner such. It 1s also evident
from this thet since a work may be either imaginative or
representative that before we judge it conclusively we must
be certain of the srounds of our judgement. Later we will
consider :uskin's definition and the nature of the imagina-
tive faculty and we will determine the signs of its existe
encs and the evidengse of 1its healthy existence,

Here we are going to consider the 1deal in respect to

members of the same 8 ecies. Among animals and men we
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commonly look upon those as ideal who are in ~very way
most o-rfectly daveloped,

Ruskin here go~s on to speak of the ideal form in lower
animels, plants and vegatables, He admits here that it is
difficult t6 point out ideal forms, for example, in trees,
for the most that can be sa2id of them is that eagh one, grow=-
ing under the conditions in which 1t does, has fulfilled all
that could be expected of it under those conditions.

In the higher forms as in man it 1s to be observed that
sinee their existence inveolves birth, growth, and decay,
ideality 1s‘prodicab1@ of them throuch each period of their
existence, 80 long as they can be perfect with reference to
thelr supposed period of being, Thus 1t 18 that there is
an 1deal of infancy, of youth and of old age, OUrdinarily
when we epeak of the 1deal form of the cpecies, however, we
think of that period when its generlc attributes are most
perfectly developed for at that period the characteristics of

vital and typiceal beauty are most concentrated in them.

At the degiining of his consideration of vital be uty
in man Ruskin says:_"ue come &t last to set ourselves face to
face with ourselves, expecting that in creatures made after
the inage of God we are to find comeliness and completion
more exquisite than in the fowls of the air and the things
that pass through the paths of the sea, But behold now a
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sudden chenge from all former experience, /0 longer among
the individuals of the race is there ecuality or likeness,
2 distributed fairness and fixed type visible in ezch, but
evil diversity, and terrible stamp of marious deg-adation;
features segned with sickness, dimmed by sensuality, con-
vulsed by passion, pinched by poverty, shadowed by sorrow,
branded with r-morse; bodies consumed with sloth, broken
down by labor, tortured by disease, dishonored in foul
uses; intellecots without power, hearts without hope, minds
earthly and devilish; our bones full of the sin of our youth,
the heaven revealing our iniquity, the earth risin up
against us, the roots dried up ben~ath, and the branch cut
off abovej well for us only, if, after beholding this our
naturszl face in aglass, vwe desire not stralightway to forget
what manner of men we be", (10)

Out of this maze of sorrow and sin it is not the work
of the imagination to draw forth the 1dezl man but he nust
be depicted from whatever good remeins in 21is soul., It is
only in this way that sny sort of the ldeal may be reached
in man,

The Greeks have conceived and attained the ideal of
bodily form but here inquiry is made concerning the influence
for ~o0od and evil of the mind upon th~ bodily shape, The
operation of the mind upon th- body and the evidence of 1t
18 considered under three heads,

10, 1ibid. I1I, 350,
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First 1s considered the coperstion of the intellectual
powers upon the features throurh whici the features are
mor- fin~ly cut and by which are removed from them the
signs of sensuality and a substitution of energy and inten~
eity made “or vacancy and insipidity, All agree that there
are outward evidences of constant employment and high capac-
ity of the braln wnich are reflect~d in the keeness of the
eye and the comprehensiveness of the forehead,

The second consideration concerns the influence of
mind upon body in the mode of operation and conjunction
of the moral feelings with the intellectual powers, and
laatly th- ir jJoint influence on the bocdily form, It is not
noasible thot selfishness, anger, sensuality, agitation,
enm!ty, fear, nor cunning and decelt can ever reazson ri ht-
1y in eny respect, Nor can these fallings help but leave
their si nature on the body. But selfe-command, love, and
faith so control the body as to keep 1t from any of the
evil in"luences that the lesser qualities inflict upon it.
No matter what the mental and spirituzl struggles of man
may be, if they have taken place under the control of right
reason and doep falth they can never co:pletely destroy the
serenity and noble origin of the hurman countenance, Nor
does there exist any virtue the exerclse of which doees not
impress a new fairness upon man. His very movements and
gertures denote the control and restralnt that 1s imparted

to him by the practice of virtues,
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The third consideration treats of the soul culture
when it begins to interfere with the typlcal beauty belonge
ing to the bodily frame, This ies noticeable when the stirre
ing of the intellect wears down the flesh and the moral
enthusiasm burning its way to heaven emaciates the body.
Here there 1s an indication of the subduing of the material
part of man by the immaterial; and here 1s the sicn of an
1deal, pure and higher than that of the most perfect matere
ial form.

These considerations while they concern true effects
of the mind and the moral virtues and soul culture upon
man cannot bé@ constant in their application for there are in
men individual differences and characteristics which prevent
the same causes producing always the same exact effects.
Again in the consideration of the 1deal in man thers are
necesserily many differences of opinion., 0ifferent men
possess different original gifts, are subjected to different
trials of sorrow and pain, possess different ambltions, and
are more or less successful in attaining theilr ambitions
hence there must needs be great differences in the develop-
ment of men and these great differences admit more than one
1deal.

In portraying man 1t is not necessary that we banlsh
from the human countenance and form every trace of the fall

of our first parents, for this would be 1lmpossible, but it
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18 necescary only that we banish the immeiiate o~erntion
and preasn-e of the drgenorating power of sin, This follows
because there 18 not any part of our noture tivt is not in-
fluenced by the fall while it 1s posaible for us to bs un-
dlsturbed by the presence in ourselves of the effscts of
serious sin,

The ideal countenance can express ~vid-nceg of sorrow
because sorrow comes to every man; man too can chow the
effectes of hard struggle and bittsr paln and he can show
this without any diminution of the 1ldeal.

Ide2lism in humanity can be successful only when “h-re
18 made the most consatant, pationt, "nd humble -~~-dering of
actuel models accompanied by mental a3 well as oczulir study
of the model; for the mental consi’lerration must be riven to
th~ atudy of the character and itr impriqt upon th~ hody.
There gre many instences both amon:: paipters 2nd writers
where di1aomuating results hove been obtnined wien the workers
railed to look at their model with intellectual or loving
penetration and took, as & r-~sult, only the outci’~ of then,
or perhaps took the evil and left the _ood,

This failure on thr part of the artist 1s the cause of
much of the want of vitzlity of choreclers vhich indeed
falled to become on vaper or canvas real charc.ters but

rather cre s 8o many blocks on which “esslons cre “lsplayed

in shop window-,
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We have already mentioned that the right ideal ca be
reached only when the immediate signs of sin upon the counte~
nsnce end body are b anished, For their banishment, intellec~
tual operation is not sufficient for it is not by reasoning
that the evidences of depravity are to be traced in the movee
ments of the body. This can be done only through moral pers
ception and through love and 2 sympathetic understanding.
Only the right Christian mind will be able to find 1ite own
image in others and will be able to overlook what is evil and
to depict what remains of the good,

While Ruskin reslizes thet this spirit cannot be given
or taught by men he comments upon some practical points whi'h
will be of use to anyone wishing to portray his fellow creature,
He says that th-re are certailn broad indications of evil that
mey be recognized with a falr amount of ease, These four are
the signs of pride, of sensuzlity, of fear, and 0" c¢ruelty.
Anyone of these can destroy the 1deal character,

Pride 1s perhaps the most destructive and the most
easily discernible, Pride since 1t 1s grounded on our own
superiority cannot but imply that our =yes look downward
only and have nrver been ralised above our own measure, The
attributing of such excellency &s men may have t0 hlimself
is the real presence and criminality of pride, Tt shows it-

self in insolence of attitude, and levity and haughtiness of



expression and in mean 2ccomnaniments of worldly splendor
and possession,

The s~cond destructor of ideal characier, sensu-lity,
1s more difficult to trace because it is imvsscible to tell
by whet minute “iff-rences the richt conception of the human
form 1s senarated from the evil, If the portrayer be him=-
self of impure mind he will present us with impure characters;
but if h~ be of pure mind he will reco,nize the foulness in
his subjects for what 1t is and avold portrayin; whet will
be disguzting and degencrating to the bohclder,

Fear and f~roclty, thr two oth-r vices, are less to be
noted as tusy only occasionally enter in“o the :o>ncestion
of character, It is necessary to distinguisi: b~twern 1g-
noble fear which is a f~or of weckness, and i .noble fesar or
awve which 1s experi-nced when man realizes nlo Insignificance
in the face of séme amighty manifestation of podser, JSoth
types o fear tend 10 destroy all power of coatemplation
and to freeze and shrink the 1intell~ct, Ieroclity 1s the
moat ignobls of the four for it is entirely unbeconlng to
man and portrays him as ber~ft temporarlly of his reason,

Passion generally becomez 1gnobl~ wien ~nitcertained
respreting unworthr objects or when of lmplous vloleance,
Grief, for exampl~, 1s lgnoble because 1t 1is o"ten challow
and always temvorarily maintained; end artists often for et
that passion is not ia itself great or viclent but only in

proportion to the weakness of the mind it has to cdeal wlth,
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When they exaggerate this disvlzy they do not exalt r~assion
and they certainly leave a poor impression of the one who

is influenced by 1t.

In the general conclusions concerning the theoretic
faculty Ruskin points out that there are no sources of the
emotion of beauty other than those found in viasible things,

It is 1rpossible for human eyes to behold perfect beauty since
perfection does not reside upon earth, Because this 1s true
=~verything that 1s visible to us hes a measure of imperfection,
Whatever of beauty we are able to see derives iis sources of
pleasure from something Divine, for it is cither a record of
consclence, printed in things external, or it is & symbolizing
of Divine atiributes and matter, or it s a Telicity of living
things, or the perfect ful lllment of their duties and funce
tione,

The closing of the treatment of the theoretic faculty
concerns two objections, The first asks how it happens, if
it be to the moral part of us that beauty addresses 1ts~lf,
that it 1s ever found in the works of impious men, and how ozn
such men desire or conceive it. The second asks how it is
that men in the high state of moral culture are often insensible
to the influence of material bosuty.

In answer to these objections Ruskin states in reneral
that no supreme power of art has ever been exhibited by implous

men, and that the negleg¢t of art has deen of evil consequence to the
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Christian world, The voweras of the artist 1uve been iven with
greater intensity to some than to others, and if some to whom
they heve been given are impious, they will cultiv: te= only the
materlial principles with no thought of Divine, There ic bound
to be in the work of such men "a taint and stain, and jarring
dlscord, blacker and louder exactly in pronortion to the moral
deficiency, of which the best proof 1s to be found in their
treatment of the human form, of whi:h the hishest beauty had
been attained only once and then by no system teught pzinter
but by a most holy Dominican monk of rFiescle; and beneatn him
ell stoop lower and lower in proportion to their inferior
sanctity". ( 17)

tuskin does not deny ~ntirely that it 1s _ossible for
work of the ourest feeling to be done sometimes by ~n of ine
different minds for 1% 1s olwaye possible for uod to choos-
instruments seemingly weak.

Concerning the general disinterestednesa and lack of ability
in truly Christian men coneerning external beauty Ruskin believes
thie to follow from thelr habit of turning tholr ~yes more
often unon themaelves in their relations with CGod rsther then
upon the other external works of creation. -<wuskin believes
that this harit is a s~1lfish one because 1t nrevents these
nen of the best disnosition from ha?in: manife<t to others thelir

high ideals .

11, ivi4. II, 379.
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CHAPTER EIGHT
THE IMAGINATIVY FACULIY

Hitherto we have considered the sources of pleasure ex-
isting in sxt-~rnal creation or any falthful copy of it, These
sources of beauty receive a certain reflection of the mind
under whose shadow they have passed, and are modified or
colored Dy its image, This modification ie the work of the
imagination, In this part of his work Ruskin reviews the
conditions and limits of the imaginative f culty and considers
by what tests its sane, healthy, and profitable operations
may be distinguished fror those which 2re erratic, dangerous,
or disezsed, The essence of the imaginative facultj is some~
thing mysterious and inexplicable but 1t ¢an be recognized to
& certsain degree in its results, Imagination 1s distinct from
faney, for imagination is the source: of whatever 15 great in
the poetic arts while “ancy is merely decorative and antertain-
ing.

Imegination has three totally distinot functions. It
combines, and by combinction creates new forms; thils type we
ocall assoclative imagination, Imaglination too cen penetrate,
anslyze and resch truthsi when 1t 3does this‘we speak of it as
penstrative imagination, Lastly, imegination can regard both
the simnle inages and 1ts own combdblnatlons of them, anc when
it does this we speak of 1t a&s contempletive imaginestion,

“hen we see and examine any materlal object, our inowledge
of it exists in two different forme. The first are verbal

forms which are known but not concelved, In other words we have
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no mental conception or ploturs of these ob'ects but when they
are rrealled we only associate - them with a certain guality

a8 lightnesc or haavinea;, or a e~rtein l-nuth. Otaer facts
exist in the mind in an invi: ible form so that, thou_h we

might rind it very diffiéult to éeacrite them'verbally. 3}
hearing o them the image:’ of the thing s i -cdlately before us,

e have & grenter némmand over these image: ihan we have
over nature, for we can alﬁays recall them znd group them in
any wey we wilsh, The artlet does thie when in o plcture he
plaees & mountein which he had beheld in one country towering
over 2 va ley beheld in another., The writer in depicting &
ch- reeter moy attribute to 1t cuarscieristlices thet he has
noticed in several different persons, This iz composition and
i8 nct the work of imagination. In composing thus the mind
sumrong up before it whatever features it desires and selecte
those 1t considers most flt,

In doing this the artist, if he possesees little sensibile
1ty,will regard only the absolute bezuty of euch image and will
use it without regard for thelr sympathy with those for whose
company they are deatined, If the artist does posgess sensibile
ity he will look for the sympathy or contrast of the features
end to their likeneas or dissimilarity., The process of composi-

tion will therefore be quicker and more happy in proportion

to the artist's powers of conception and assoclation, for the

distinctiness of these powers will glve value and truth to
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every fra:z ont that he draws from memory. In this wo-k too

his powers of associstion will place Lefore hin in “reater

or lescer number irars~g from which to choose, .nen :nhias lest
power 1s ve 'y brilliant 1t 1s cslled fanoy and cun mcke the art-
1st's work interesting, impreseive, and captivating.

Thus fer im2sination has not shown 1itself, for zll that
has been r-ntloned may be taughtjy but imaginration is not some~
thing thst way be tausht,

The r al work of the imsgination 1ls to chooae iceas, ale
though th-y may be geparately wrong, to, ~th=r shall be right,
and which thcrefore shall possess unity. “uskin compares this
progess with that which takes place in the forming of a new
chemicel corpound, Just as there are untold c-mbinections of
elements to form new compounds, so ther~ are uniold »csribllities
for the brin-ing “orth of new combinations for ta~ ons poszess=-
Ing = 1lively ir-aginaiion, MNo sl-gle part of any great work
posgesses the completeness and the perfectlon of the whole and
it 18 only by the power of the artist who can cssoclrte lipere
fect parts 80 happily that & perfect whole is obtnined. Thie
perfect whole admits of the use of second thoucists for the pure
nose of dresasing the first conception, whl-h however, aust be
fully realized by the artist before the work 1s undertaken;
for no great idea has ever been form~d in frogmentce.

The human imagination 1s not without 1limits and 1t is for

this r-~ason, for exa osle, that no human mind has ever concelved
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& new animal, ‘/e conceive of each part of the human body, for
example, 1s the relation that it has to .ther parts; the join~
ing of any part of the hum-n body to the body of an animal 1s
not the work of imagination but of faney. L

The truly imnginative artist i1s not bound by laws. BSe-
cause he knows nature he is without restraint; knowing nature,
there 18 nothing within the limits of natural possibility that
he dsres not to do.

The unimaginative artist is unable so to select and fit
parts as to be able to bring out redl beauty. If there 1is
ugliness in the parts, & great share of it 1s llkely to re-
main in the whole, If there is beauty in the perts, his want
of imagination will prevent hls making a beautiful whole, On
the other hand the imaginative artist recognizing the impere
fection of the parts, will nevertheless be able to arrange them
in such a manner that the final work will possess beauty. He
will never be at loas in conceliving idess.

Concerning the relation of the iraginative to the theoretic
faculty Ruskin states: "And now we find what noble sympathy and
unity ‘here 18 between the imaginative and the theoretlc facul-
ties, Both agree in this, that they reject nothin: and are thanke-
ful for allj but the theoretic faculty takes out of everything that
which is beautiful, while the imaginative faculty takes hold
of the very imperfections which the theoretic rej~cts, and by

means of these angles and roughnesses, it joints znd bolts the
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separate. atones into a mighty temple, wherein the theoretie
faculty dors deepest homage. Thus eympathetic in their desires,
harmoniously divert in their operation, each working for the
other with what the other needs not, =21l things externzl to man
are by one or other turned to good™, ('1l)

There are few artists of any standing totally devoid of the
imaginative fagulty, The assoclative and the penetrative im-
egination 1s, howsvery the rarest and most precilous form of the
lgtollect. On the other hand, very few are p-ssessed of it in
the higherst degree, and 1t is for thie reason that there are
not more great works,

An important conoclusion to keep always in mind 18 that there
oan b no imarination in anvthing that possess~s unnaturslness,
It 4 the lack o imagination in works thst makes them li-ble
to the chsrge that they have no truth in them, It follows theree
fore that the Tinal tests of the work of associative imagination

are 1its intensze simplieity, its perfect harmonv and its absoe-

lute truth,

The penetrative imegination concerns itsel” with the
dealing of the 1maginatio; with 4ts separaste concepi ons and
ond;avors to understand not only its principles of selection,
but its modes of apprehension with respect tc whet it selects,

Ruskin here quotes Milton's end Tante's description of flame

1, ibid, I1, 405,
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and points out thet 1t is t0o detailed an? anrcewnz 00 mueh
with extorrals a0 that we 89 more Gwars o7 the Torm of the
Fire than "t fury, %o Ltolle us that the hishesgt ipeginative
facu Ly nousr stops st Grusts Or sshes, opf outwrrd imapes of
ony kind, but plows thex all #side and lunges inte the wepy
entral hicart, The very function and gife of <nizn Troulty
&Pe the gettiny at ih» weey prootl, snd 1t neture and dignity
ars depenisent on 1% helding thznas‘atways by the h-grg, Jhen
it eontents Lftaelf only with smicrnals it “aile,

There is in this Pasuliy no ressonine nor esn any Torsulis
o orffared vhepaby 1t mey Lo sxarvised, It s this fasulty
that hns anablod the grest suthores as Momer, ‘"ante, sand
Zhekenpeare, to moke svery elrcurstence and zantense ¢f thein
charasters t+1l, Yveryone of LMelir senteroes has Deen thought
cut rrom the hesrt of the author and openes the ay for us 4o
the hmt J&Wm charaeter speaking, 1t often happeoe in
leseer writers thet they think oqly obacuwely o7 the thoughts
and eactions of thelr sharacters, and Lo the Grares in uwhioh they
do this the charaoters wilil rerxcin obecuprs to Lhe repdapr,
and our sympathiss rensin as 10le ra ¢ paint-4 ahip upon o
minted ooean,

*hie virtus oFf originelity thot evepy artiast nuat strive
to stQin 1s not nevnmas,as ~any wrongly think, but 1: only
ML Nenees,
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I believe it w~1ll here because we are to be pacrticularly
interested in the application of Ruskin's ideas to literature
to quote at length from what follows,

"I believe it will be found that the entirely unirmaginative
seee nothing of the odbject that it has to dwell upon or desg=
eribe, and is therefore utterly unable, as it 1s blind 1ts~lf, to
st anything bdbefore the eyes of the reader,

"The fancy sees the outside, and is able to give a por=
tralt of the outside, ¢lear, brilliant, and full of detaill,

"The imagination sees the heart and inner nature, and
makes the~ felt, but is often obscure, mysterious, and inter=
rupted, in its giving of outer detalls,

"Take an instance, A writer with neither imagination
or fancy, descridbing a fair 1lip, doces not see 1it, but thinks
about it, and what is ssid of it, and calls it well turned,
or rosy, or delicate, or lovely, or afflicts us with some
other guenching or chilling epithet, Now hear fancy sp~ak, =

"Her 1ips were red, and one was thin,

Comvar~d with that was next her chin,
Some bae had stung it newly,"

"The real, red, bright being of the 1lip 1s there in a

moment, but is all outsidej no expression yet, no mind. Let

us go a step farther with Warner, of falr Rosamond struck by

Eleanor,
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"21th that she dashed her on the lips

30 dyed double redj;

Hard was the heart that gave the blow,

Soft were those lips that bled",

"The tenderness of mind begins to mingle with the outside
color, the imagination is seen in 1ts awakening. Next Snelley,=-

"Lamp of 1ife, thy lips are burning

Throuch the vell that .seems to hide them,
As the radiant lines of morning
Through thin clouds, ere they divide them",

“There dawns the entire soul in that morninyg; y-t we may
stop 1f we choose at the lmage stlll external, at th~ ¢~imson
clouds, The imagination is contemplative r ther than penetra-
tive, Lastly, hear Hamlet, =

"Here hung those 1lips that I have kissed, I know not
how oft, ‘'‘here be your gibes, your gambols, your songs, your
flashes of merriment that were once to set the tcble on a
roart"

"Thers is the essence of lips, and the full powe~ of the
imagination,

"Again, compare Milton's flowers in Lycidas with
Perdita'e. In Milton it hapoens, I think, g-ner2lly, and in
the case before us most certainly, that the imagination is
mixed and bro'en with fancy, and so the strength of the imagerry

i1s part of iron and part of clay.
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“Bring the rathe primrose, that forsaken dies

The tufted crowtoe and pale Jessamine,

The white pink, and the pansy freaked with jot -
The glowing viclet
The muske-rose, and the well-attired woodbine,

With cowslips wan, that hang the pensive head,

Ana every flower that sad embroidery wears,"
"Then hear Perdita: -

"0, Proserpina,
For the flow~rs now, that frizhted thou 1e§’st fall
From Dis'e wagon, Daffodils
That come bafore the swallow dares, and take
The winds of Murgh with beauty, Violets, 4im,
But sweeter than the 11ds of Juno's eyes
Or Cytherea's breath; pale primroses
Thet die unmarried, ere they can behold
Rfight Phoebus in hie strength, & malady
Yost inocident to girls,"

"Observe how the imsgination in these last linee goes into
the very in+ost soul of every flowsr, aftsr having touched
them all at first w;tn that heavenly timidness, the shadow of
Proserpine’s; and gilded them with celestlial gathering, and
never ltop¥ on their spote or their bodlfly shapes, while Milton
stieks in the stains upon them, and puts us off with that une
happy fresk of Jet in the very flower that without this bit of
paper ataining would have been most preclious to us all,
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"S0 I beliave they will be found througiout the overae
tion of the fancy, that it has to do with the outside of
things, and 1s content therewithj of this there can be no
doudt in such passages as that description of ¥ab so often
given as an illustration of it and many other inastances will
be found in Leigh Hunt's work already referred to., Only
some embarrassment 18 caused by th~ passages in which fancy
18 seizing the outward signs of emotions, und<rst-ndéing them
as such, and yet,. in pursuance of her proper function,
taken for her shere, and for thot which she chooses to dwell
upon, the outward sign rather th-n the ~motion, Note in
Macbeth that brilliant inetance,

"Where the Norweyan banners flout the aky

And fan our pebpie coid‘

"The. outward shiver and coldness of fear is selzed on,
and irregularly but admirably attributed by the fancy to
the drift of the banners. Compare Solomon's song where the
imacination stays not at the outaslde, but dwells on the feare
ful emotion 1itself,

"who is she that looks forth as the morning; feir as
the moon, clear as the sun, and terrible as an army with
banners?® (2)

2. ibldd II. 2‘16’ “17’ 418’ a190
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It can be seeon from this quotation that fancy since she
regarde only ext-rnals is incapable of deep feeling. 3he
cannot be made serious, whereas imagination must be alw ys
8~rious for she sees into the heart of everything. This leads
us to r-aliz~ that there 1s a reciprocal act:on brtween the
intensity of moral feeling and the power of imagination., It
would seer then that the powers of the imaginetion may always
be test~d by accormpanying tenderness of ~motion.

Another essential difference between imagination and
fancy, since she gets at the very heart of things and regards
what she finds there, 1s that ima ination 1s guiet and still}
whereas fancy regarding only the exterior goes from point to
point and finde 1t difficult to fasten her regard at any point,
Hence 1t is thot imagination 1s quiet and fancy is restless,

Even in the point of time thare 1s likely to be more
order in the svents which are ctnsldered by im: gination quiet-
ly than those ~azed at through fanoy restlessly.

Th~ work th t possesses the greatest szmount of suggestive-
neas is not ne egsarily the mcst imaginative, for it is posse
ible for merelv accidental forms to arouse more suggestions
than a finished work. Ruskin says that there 1s a vacancy in
2 truly imaginativ~ work that results not from the a.sence of
jdeas but because the artist has so well drawn his subject that

the imegination of the beholder is foreed to react in a certaln

way.
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To b~ able to appreciste the ~ork of any artist, the
beholder or hearer muet himeelf possess certzain powers of the
imagination, Where theese powers are lacking the behold~r 1s
very lik~ly to miss ¢ompletely the ideas of the artist,

Agein 1t must b~ noted that imaginativ~ truth 1s far
different not only “rom fals=hood but also from realism,
Realism vory often holds the attention of the mind to manner=
isms or habits that shackihe and fetter the true nature, Bv
giving our whole attention to these externala we very likely
fail in grasping true significance,

The true virtue of the 1magination{ therefore, lies in
its reachin- a more essential truth than is seen on the sure
face of things, Because this is not understood works are
often proised as being imaginative which are only simple,
slavish, and exo 'g~rated, One of the great tests of the real
value of any work 1s the time test, and it will be found thet
unimaginative works will be unable to meet thils test,

“Inee the work of the imagination is to discovrr truth it
must not be a slave to the sayings and ovinions of others,

It does not disreg rd these through pride bu: rather because

it is fully aware of the necessity of Judging for 1itself,

In the acts of the penetrstive and assoclative imaglnations

we consider~d 1ts separating and characteristic attributes,
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The manner in whi-h conception actually occurs to ordi-
nary minds appears to derive its vslue from a c~rt:in indef-
initenesas of the objact conceived; and there r~xists alwaye a
charm in the mrrory end anticipation of beauti:ul thinge. It
is possirle for the sctuasl ovresence at all tim-~s of beautiful
objects to become ti-ing, but the faculty of rai~-in- their
images in our imagination is ons which never tires us, The
indistinctness thet often surrounds imsges 1s not in itself
a sreet benefit, for the brichter the im-zns are the Letter,

Vavertheleas i1t i1s this indistinctness with which we are
concernad in considering co templative ir~gination, for this
type of Imasination deprives the subject of materizl and bodily
shape and re~cards only those of ite qualities as it chcoses
for particﬁlar purnoses and groups them in whatever way is
deeirfhbln and gives to their abstraect belng consistencyg and
ro~1lity, This repgarding of a2bstrret imeges must not te cone
fused with fa-cy 07 which we hove alrezdy spoken becsuse herpe
ther- is lacking the restlessneas of farcy but there %8 rather
& serious beholdinc of the new and spiritual image, Since.
fancvy and im-gination are continuzlly united it i: n~cessary
always to distinguish the feelingless nart which 18 fancy's
from the sentient part, which i1s im-sination's,

"Let us take a few instancas., Here is fancy, Tirst, very

beautiful in her mi-ple capacity of likrness = cotching: «
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"Today e prov-ose = aye, this hour ~e mount
To spur three leasgues {owards the Apennine,
Come down, we pray thee, ere the hot sun count
His dewy rosary on the Eglantine,"
"Seizing on the outside resemblancec of beed form, and on the
slipping from their threading tough one hy one, the fanzy ise
content to lose the heart of the thing, the sol-~mnity of
prayer: or perhaps I do the glorious poet wrong in saving this,
for the sense of a sun worship and orison in bruinnings its
ra.ce, mzy have been in his mind; and so frr =28 3t wes €0,
the passa,~ is imeginative and not fanciful. #Hut that which
most resders would accept from 1t, is th~ mere lash of the
external image, in whose truth the fancy herself does not yet
believe and therefore is not y~t contemplativ-, Here, however,
is feney b-lieving in the imagee she creztesg -
"It feeds the aquick growth of the scrp-nt-vine,
And t.= dark linked ivy tangling wild
And budding, blown, or odor faded blooms,
“hieh star the winds with voints of color~3 licht
As they rain throuw-h them; and bhrizht rolden lobes
Of “ruita suspended 4in their own green heaven,"
"It 48 not, observe:, a mere likenese that is teught here;
but the “lowers and “rult are entirely denrived bv thelr
fancy of Lh~ir material exlstence, and contemplsird bty her

seriously as sters and worlds; yeot it is only ~>tern~l likeness
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thet she catches; she forces the resemilanee and lowers the
dignity of the adopted image.

"Next take two deliclous stanzas of fancy regardant,
(believing in her creations) followed by one of heavenly
imagination, from W¥ordsworth's addreass to the Daisyi =

"A nun demure -~ of lowly portj

Or sprigutly maiden « of Love's court,
In thy simplicity the sport

Of all temptations,

A queen in crown of rubles drest,

A starvéling in a scanty vest,

Are all as seems to suit thee best, -

Thy appellations,

I sers thee glittering from afar,

And then thou art & pretty star, -

Mot quite so Tair &s many are

In heaven above thee,

Yet 1like a star, with -littering crest,
Jelf~poised 1- air thou serem'st to rest; =
May pedce come near to his n-at

Who shall reprove thee,

Sweet flower, for by that name st last,

¥nen all my reveries are past,
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I call thee, and to v:mt cleave fast,

sweet Bilont crasture,

Thou bresth'st with me, in sun ano oir,

Do thou, as thou 2rt wont, repair

My heart with «lodness, and a shore

Of thy meek nature,"

"Observe how spiritual, yet how wand-ring anue slayful the
fancy 48 in the first two stanzas, and how far she flies from
the matter in hend, never stopping to brood on tne cuaracter
of any one of the lmages she summnons, and yet for a moment
truly seeing and believing in them all; wnile in tne lasi
stanza the imagination returns with its desp feeling to the
h~art of the flower, and"cleaves fast" to that, < ompare the
operation of the imagination 1in Coleridge, on one o! tihe most
trifling objrcts that could possibly have been submitt-a to
its action,

"The thin blue flame

Lies on my low<burnt fire, and quivers not:

Only that film which fluttered on the —-ate

St111 flutters there, the sole unquiet thing,

Methinks 1its motlon in this hush of nature

Gives its dim sympathies with me, who live,

Makinz 1t a companionable form,

Whose puny flaps and Ireaks the 1dling spirits

By its own moods interprets;everywhere,
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“eho or elrror ecacing of 1teelfl,

And -mlta o toy Of thought,”

"raetly, obo-rve the sweet orovation of fanoy ressr.ont,
in “he Tolloine welleknown passsas Trom "00tt, whepe LHoth bap
ban -1dins end transtorsing powers are osen In taelr pinplicity.

o rooky sumcite e split and veni,

Torn turret done O bDattlezent, -

e poened Fantoeblioally set

with oupola Or misoret,

Mor wrre Lhoge. sprilhelorn oustlse [ are,
Mor looked they sany ¢ danmapr fulp,

For froc thels shiversd drows dlepl-ynd,
rar oter th' unfothonabls glade,

511 twliniling with the deesdrop shnen,
he brioesroas fell, in utrwawmrw‘grwnn, -
Ard ore~pling abwabs of thousand dyas
wavnd in thr wast wind's sumeer of no,”

et the pesdap pefee to this passaze, wits its
pretlty teanulous conclusion abwut the oln e ras, “winpe
ziistening o regmers wb.nd and dacesd’, a1l tar, com s 1t
with the ol 'oving, wnere losgination oprrates 0o a coone
nearly 8ivllar,

“Sray Pooks 414 peep from Lhe onars -oop, #n” stess'd

B atruprling broody tell apieen of windle ntroe
Threw theivr thin shedows A0wn Lh~ ru- 3 8lope,

And nou=ht bat krerisd poonte of gnafent »ines,
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Branchless and blasted, olench'd with croap’n: roots
Th' unwilling 801leeees

cessencssensssssesl Zradual change was h-re,

Yet ghastly, For, ae fast years flow away,

The smooth brow gathers, and the hair -rows thin
And white; end where iradisted dewy eye-

Had shénee, gleam stony orbs! s0 from hias stens
Bright flowers departed, and th- beeputiful onzde
Of the green groves, with all their odorous winds
And musical motioN..,..

ssesvsassssavvessainers the pass extends

Its stony jaws, the abrunt mountain breesks,

And ﬁe«ms with its acoumulated crogs

To overhang the world; for wide expand

Beneath the wan stars, and descendin- moon,
Island seas, blue mountaing, mighty atre-mnsg,

Mm trecks and vest, roted in the lustrous rloon
Of leaden-colored even, and Tiery hills
Minglin-~ their “lames with twillight on the verge
Of the remote horizon, The near scene

In naked, and severe simplicity

Made contrast with the univeree, 24 nine
Rock-rooted, stratch'd athwart the vocancy

Its swinging boughs, to e~ch in conctant bl-s+,

Yielding one only resnonse at each paus-,
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In most familiar cacdenes, with a howl,
The thunder, and the hiss of homelees streanms,

Mingling its solemn song,"

"In this lrst passage, the mind never lenarts from ite
golemn nosaession of the solitary scenes, the imagination
giving welcht, meaning, and strange humen sympathies to sll
its sounds 2nd sights,

"In that from Seott, the faney, led away by the outside
of flostirg form and hue to the banners, loses the feeling
and possegsion of the scene and places hersgelf in circume
stances of characteyr comnletelwr opposite to the ouietneres and
grandeur of the natural objecta; this would hove been unjuste-
1fiable, but thet the reserblance occure to the mind of the
monarch, rather then to that of the noets and it 1s that,
whieh of 21l others, would have been most 1ivrly to occur at
the timej in thie point of view it has high im~ginative pro-
priety", ( 3)

Right ~xer-ige of this imagination must, therofore, dbe
based ~2lways upon deep féoling, The rsal subject matter
pust never be covered over with extrancous ard moteplel
accidents, but must as far as poassible be ro - orded in its very

egoerge,
13, ibid, II, 452, 453, 54, 455, 456,
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Thue for Ruskin has concer»d himself in consiierin-~ the
lowe of beauty to th~ obgervation of the lowsr forms of nature
or of humanity. Next he considers .the various weys in whi-h
luperﬁatural brings may be concelved zs manifestince theme
selves to human sense, and he lists four ways in which this
may be done, ¥irst, by external typee or simma; za CGod to
Moses in the flames of the bBush, Second, by the cssumin: of
forms not properly belounring to them; #a3 the Yolv Chost
assuming th~ form of a dove, Third, by the mani~erta‘tion of
a form vroncrly belonzinz to them but ﬁot operating naturally;
&8 the risen CThrist to Hie diseirler when the 3oore we-a shut,
And Tourth, by their operation on the humrn for—§ 28 in the
shininr in the face of MNoara,

Yyepry one 0° these formes 1a of gomethin~ f-—ilior 4o us
ainae it 1a beayond our nsture 40 2one~tve asom~thin~ th-t has
no foundation in ve-lity., ¥e usunlly obtiin the ~Ffe-t of
the supernatural by changing in some way the ~ppearsnes of
the reality which we know, elther hy ~ivir~ 1%t a colossal
size or unusual color or meterial, A*nother way of accomnlishe
ing the effect of the suprrnatural is by expresszin- zs fap
as is humanly v~ssiblae, the inherent 21-ni:y of th~ being,
Thie in done »y removine gigne of cin ond hum = v~abness,
This, however, ig rmoat 3di7flecult’‘ard few ~rtists hrve ever

achiecved 1t, Yost of them have endeavored t0 expres- the idea
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of the supernatural "y giving to the whole work an anvearsncs
of perfect symmetry and ordﬁf. for tiey fee)l that such nyﬁmntry
and order are consistent with tha Divine order. It is in
works expressing the supernatural thet we ~inl th=s sriista
striviag to attain the sense of repose, which, to - rth~r with
symm~try and order already menﬁiansd; they corcider 10 be

#ignificant of the supernatural,
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CHAPTER NINE

LANDSCAPE
In his third volume of Modern Painters therec are two

ehapters which 1t is t0 our purpose to consider. .hey are
the chapters on landecape and consider claeslcal landscape and
modrrn landscape., It 18 in this order that we wili consider
them, 1In his chapter on clussical landcscape luskin concerns
himself with th~ attitude of the Greeke concerning their gods
and showe how this attitude effected their consiceration of
the elemants.

He cuotes from Keats the following decscription of a wave,
breaking, out at sea:

"Tiown whoge green back the short-lived foam, all hoar

Bursts gradually, with & wayward indolence,"

whil~ the picture here %m one that catchesa our attention,
At is unlik~ any which the Greeks of the cl ggsical period
would pa%nt. They would not, for a moment, have lost sight
of th= fact thet & wave 18 nothing but salt water, and being
salt water could be nelther wayward nor i dolent, The Greeks
would however and did feel that there was animatlon in the Aea,
but rether than attribute this to water 1tself they attributed
it to the god wﬁo controlled the water, They considered thie
god a8 80 powerful as to be able to use this great,masa under
his cont-ol so that he could make it rage or keap it calm at
will, It is easy to see how they came tO the conclusion that
there was some power behind the elements other than that aetu-

ally in them, They knew that they could light a fire and put
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1t out, or that they could dry up some water or drink 1t.
From thies too, they knew that it wss not something in the
fire or water thus at their command that raged but rather
something more powerful than either the fire or the water or
themselves, It was in this way that they came to belleve in
the various gods.

It 18 easy to see that 1t was only a step from this 1dea
to the endowing of these spirits with human forms in order
that they mi-ht hold intercourse with men, Many timee these
spirits wer= made to speak in s most materialistic and ungod=~
like manner, and were made too to stoop to arguing with vari-
ous Gre~k heroes, We have the ~xample in the Iliad of the
river Scamander defending the Trojans againet Achilles, The
river god assumes a human form but as soon as Achilles has
refused to obey him it returns at once into the form of the
river and tries to overwhelm him with waves. Then Vulecan
sends fire ageinst th~ river until the river pleads for res-
pite,

Because the Gresk conception of the gods was much more
roal than we commonly suppose, they were Dbolder and more
familiar than sometimes seems possible to the modern. This
is becsuse the Greeks made no effort to conceive the divine
mind as above the human, nor did they draw back from nor
dread the presence of a divine being more than that of the

8implest of creatures,
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That the modern mind is sometimes shocked by the familiar-
ity of the Gre~ks with their gods is due more to the lack or
misunderstanding of the nature of the Greeks than to a right
understanding of that of their deity. The Greeks expected to
be ri htly dealt with in the next world and d4id not hesitate
even in this to remonstrate with their gods whenever they
thought that they were in the right and :he gods in the wrong.

These notions of the Greeks were entirely naturalistic
and they came more and more to reg:rd beauty whether in humans
or in their imagined divinities as the principsl object of
their cultur~ and sympathy. This beauty was always considered
as perfegt, orderly, symmetrical, and tender, Thesa notions
gave them a ceortain spirit that shows itself both in the order~
liness and symmetry of their sculpture and literature. In
the latter there is alwaye & quiet subjection of every feature
of nature to human service, Another effect of their attitudes
1s shown by an almost excessive familiarity of scene so that
we have often & description of "orderly square beds of herbs",
Agzin there is constantly mentioned in Greek landscape meadows
bordered by trees.

It is to be noted that the Greeks, once they had achiev-
ed the idea of what they felt to be signifiecant of beauty, were
not foraver endeavoring to improve ucson them by experimenting
with new 1deas,

While their ideas of many things were far different than
those of the Grec~ks, it 1& to be noted that the pleasure of

118



the medievalists waes in stability, definiteness and lumizous-
ness. The first thing that will impress us when we consider
modern landscape is ita cloudiness.

Thie same spirit shows itself in the love of mystery in
our romance, poetry, and our art. Still another characteris-
tic of the mod~rns is the love of liberty. Our general attitude,
indeed, 1s far different from that of the Grecks or medieval
artists, Of this difference Ruskin writess ".hereas the
medlieval never painted a cloud but with a purpose of placing
an angel in it; and a Greek never entered a wood without exe
pecting to meet & god in it; we should think the zppearance
of an angel in the cloud wholly unnatural, and should be
seriously surprised by meeting & god anywhere, Our chief
ideas about the wood are connected with poaching, e have no
bellef thet the clouds contain more thon so many inches of
rain or hall, and from our ponds and ditchee exprct nothing
more divine than ducks and water cresses,” (1)

Ruskin roes on to point out th t we wronrly refer to
the medieval centuries as the "Dark Ages”, whereas, these were
really the bright ages, The present age 1s a2 much sadder one,
There was something wholehearted in the lives of the more
ancient peoples, Our festivities even sre forced and n2is-
taken and not of the heart, W#hile we have lost the nower of
laughing -t bad jests, the finish of our wit shows our true
want of gairty,

1. John Ruskin, Modern rainters, I1II, 317, 318.
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The general reason for gloominess that "uskin notes is
our want of faith, He atteste: "Th-re n-ver yet was a gener-
ation of men (savage or civilized) who, teken as a body, so
woefully fulfilled the words, 'having no hope, and without
‘'0éd in the world', as the present civilized European race,

A Red Indian or Otaheitan savage has more sense of a ®ivine
existence around him, or government over him, than the plurale
ity of refined Londoners and Parisians.....Hence, nearly all
our powerful men in this age of the world are unbelievers;

the best of them in doubt and miesery; the worat in peckless
defiance; the plurality in plodding hesitation, doing, as well
as they can, what practical work lies re-dy to their hards....
In politics, religion is now a name; in art, a hypocrisy or
affectation.e...This faithlessness oper2tes among us accord-
inr to our tempers, producing ~1ither sadness or levity, and
being the ul*im-te root alike of our discontents and of our
wantoneases", (2)

The Renaissance principles of art set beauty above truth
and sought for it at the expense of truth. Proper punishment
wags that they managed to express more ugliness than beauty,
The present age has indeed revolted against the art of the
Renaissance but it has fe2il~d to fasten 1ts~lf on orinciples
that are strong enough to help it support a true art of 1its

own and hence there has come to be a great deal of the romantic

2, ivbid. 111, 319, 320, 321,
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and sentimental in all forms of our art. We have a tendency
to imitate much from the past, whilea, at the same time regard-
ing the people of the past ~ither as foolish, or wicked, or,
even worse, unprogressive,

Seisnce has unquestionably advanced more in our age than
in whole centuri~s in the past, Hence we poscess elements
of both progress and decline, and these being mingled, zive
inconsistenecy to our work. Hence 1t is, that we see that the
admiration of mankind has, in great part, passed from men to
materiale, and from humen emotions to natursl phenonema,
Ruskin here praises Scott as one of the greatest writers of
his age, He does 80 for thie reason that he believes that
3cott achieved the greatest thing a hum’'n soul ever does in
this world, that is, that he saw something, and told what he
saw in & plain way. "To see clearly is poetry, prophecy, and
religion, ~ all is one", It is typlcal of an age whose chief
characteristic was its faithlessness that even the m=n to
whom Ruskin attributed the greatest powers in literature was
himself incapable of steady belisf in anything,

Far lower then the literature which describes wh-t it
samg 18 the mess of sentimental literature concerned with the
analysis and description of emotion., The one who sees well
will describe everytning h- sees but will not attempt to
analyze the emotions of each of his chsracters, To do thils
last ie the work of a truly great writer, and a work which

very few have proved themselves capable of dolag. Greater
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than the one who seee and tells what he sees is the man
capatle of thinking., Ruskin asserts that a true thinker,

who has a practical purpose in his thinking, must be always
of infinite use in his generation., On the other hand, an
affected thinker is about the vainest kind of person that can

be found,
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CHAPTER TEN
TWO CRITICISMS

To say that there are no faults in Ruskin's ideas of
beauty wouvld be rash, It has been objected that iuskin's
theory 18 too dogzrnatic and too theolo iczl, .either a
denlial nor an excuse can be made concerning these accus-tions,
but we will endeavor to point out dbriefly why thece faulte
were natural to Ruskin,

A self-centerad pergon 1s usually 2 dogmatic person and
Ruekin hes told us in hils Prgeterita that he was self-center-
ed, His treining had masde him independent at an early age,
and to further this independence he enjoyed too creect an ad-
miration especially on hie father's part for his theories of
art.

dls dogmaticiem was accentuated by his inability to
endurs criticism., This was due chlefly to his fallure to
understand the criticism, To be hurt by criticlsm 1s natural,
but to remain unimproved by it is Jﬁexcusable. Tennyson dee
tested oriticicem and because of 1t, he 4id not publish a poem
for ten years, but he spent those ten years in study and in
perfecting 13 natural gi~ts, and in this way became the
great poet that he 1s,

2uskin, however, was utterly unalle to adopt a conciliatory
attitude towards critics during the period preceding the time
of writing the first two volumes of lModern Painters. Until
much later than this, 1856 to be exact, he had a complete
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faith in the simplicity of hie task ~- "Happily for mankind,

bezuty and ugliness are as positive in their nature as physical
pain and -leasure, as light and darkneas, or as life and death”. (1)
3ine= he wrote with such an idea in his mind it 4s no wonder

that he was dogmatic,

Nor 1s 1t more surprising that theology was interwoven
with his theory of beauty. His early training i1: the Bible
and an active religlous sense made 1t a necessity for him to
mix religious and artistic i1deas, not that a relation does
not exlist betwern art and God but Ruskin carried his analogles
and inferences so far 8s to be obviously belaboring the point,
and ins-ead of a cense of convi~ticn he leaves us with the
feeling of being tiresomely didactic,

Ruskin'e terminology too has brought ruch ceriticism to
him. He 1laid himself open to thie by ruch declarations as
that stating that infinity, unity, repose, symmetry, purity,
and moderation were emblems of God's incomprehensibility,
comprahensiveness, permanenge, justice, and energy, and that,
because of this, they arouse esthetic plessure,

It is indeed difficult to see the symbolist here and we
are tempted to answer that anything can be a symbol of anye
thing else, if it has been sufficiently assoclated with it in
the mind, But beauty, which Ruskin desi_nates as the "signature
of God" for the very reason that it has apparently no evolutionary
sicnificance, is, as Emerson said, "its own excuse for being",

1, John Ruskin, Modern Painters, III, 47,
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The atiributes of God certainly excite our admiration and in
that sense give us pleasure, so far as we meditate 0. them
and are able to understand them, To identify the latter
purely mentzsl pleasures with the former sensory pleasures ise
& theory which needs support; and in offering it <uskin showe
ed nore piety than wisdom, It is quite clear that this
tendency gilves support to those who critisize his overuse of
theolo -y,

Rut to condemn Ruskin'se whole theory because of thege
faults and to ignore its good qualities on account of 1us
bad would be iaprudent. Ye would fall into the cless with
those who condemn everything that Cliver Wendell liolmes
wrote because he was a bigot, forgetting that being iioimes
with his Brahmin background he could hardly have thought othere
wise than he did., And so wiith Ruskin, we must taxe him as

he is,
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CHAPTER ELEVEN
A WORKING PLAN

The preceding pages offered the reader the principal
14eas axpressed by Ruskin conc~rning the esthetic plessure,
There followa a plan of these ide2s to be used in judging
the esthetic value of literary work,
Iwo attitudes to be alwaye avolded:
1, the blind following of authority or fashion,
2, the despleing of authority before 1t is given proper
consideration,
A_virtue necesgary for the acgquisition of good tastel
1. patience,
We re two i { e :
1. external guality of bodies; this 18 the part of typicel
beauty;
2. appearance of fulfillment of function 4nd living things;
this 1s the part of vital beauty.
[YPIGAL BRAUTY

Here we consid r the pleasure obtained from the conscideration

of the external form. There follows a 1list of the gqualities

whi-h give and increase typical beauty:

I, JIN.INI'Y «- thie gives a sense of the Divine, and 1s not
to be confused with vastnese which 18, in it~
gelf, no more beautiful than littleness.

The 1dea of infinity is obtained by:

1. suggestion of space,
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11,

III.,

2. gradations of shades and colors,
3. contrasts
UNITY

Different types of are :

1, subjectional = of different things subjected to the
same influence;

2, of origin « union of thinge from same source;

3. of sequense « union of things that follow in order;

4, of membarship - union of imp rfect things into a
perfeact whole, This unity is brousht
about by harmonious variety of parts.

is_strengthened roportio iech 18 of two kinds:
1. apparent, which brings unity between things whiech
would otherwise remain distinct in similarity;
there may be beauty in this type of proportion;
2. constructive, concerns the function to be discaarged
by the qualities depending on their
proportion, this does not glve becuty.
JEPQSE
a8 _of repoge aret
1, appearance of permanence and quietness,
2., repose of objects in which there is vitality or
capability of motion.
Repo~e is more notlic~able when its opvosite, energy, 1is
clearly impliead,

¥ental reéepose amidst strife shows nobility in man,
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Absence of recose is responsible for slare of color, in=-
co~sistrncy or absence of thought, bad cholce of subjects,
over-accumulation of material,

IV, SYI ey
Sym-=try is the opposition of equsl quantities to each
other,
Symm~try can exist in something u-ly, but an object is
never as ugly as Aif sy metry were wanting,

V. 2OCITY

a; gein the idea of purity when there is present the

sense of unimpeded light and energy.

JImpurity oxis whens

1, various elements -re placed in a relation incapable
of healthy or proper reolation,

2. conditions are apparent in which there 1s svidence
of the negation of vital operation,

3. there is apparent the association of inorgzanic znd
organic matter,

Any Arpurity impedes fulfillment of function and so

impedes energy.

\2 88 MOD™ATION

There is moderation where no portion of the work is

overdone or underdone,

Voderation is offendeod acainst by!

l. violence,

2. extravacance,
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VITA

I

II.

The lack of moderation 1s seen in:
1. glaring color,

2, inelegant form,

3, ungroceful motion,

4, coarse language,

S5« undisciplined thought,

“AU
TRLATIVE
Cbjects to be considered under vital beauty must possess
vital energy. The reason is that we recelve pleasure
in proportion to the appearance of vigor and sensibility.
The 1 al _bea arises fromt
1, the affections which give usi
a)an unselfish sympathy at the happineas of the being
possessing this beauty, and not from
1., a regard for the utility of the object, or,
2. a contemplation of its mechaniem;
2., a cultivation of the moral sense which makes us reale
ize that
a)a lack of high purpose in animals and man detracte
from beauty,
GWNTRIC
Here consideration ie ziven to the abllity of each being

to perform well its proper function.,
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IIIX,

worga are gong;gergg:

1., Ideal, which represent the mental conception of a
materi-l object}
a)ideal works of art are good or bad in proportion to
the healthy condition and power of the 1lmaginationj
2, Unideal, which represent the material object as it 1s;
a)unide~al works of art are good or bad in proportion to
the perfection of the representation,
The 18esl of any species 18 the one fulfilling most pere
fectly the functions of that apecles,
Ideglity is predicable to beings tarou-h ~very period of
their existence, a8 long as they be perfe-t with reference
to their supposed period of being.
VITAL BEAUT I .
Here congldexrt
1, Operations of the intellectual powers on the festures,
2. The influence of mind on body in the mode of operation
and bodily form;}
a)Have selfishness, anger, sensuality, agitation, emnlty,
fear, or cunning or deceit left thelr mark on the body?
or,
b)Have reason and faith kept serenenessa?
3., The subduing of the materlal part of man by the im-
material, noticeable when the energy of the intellect

wenrs down the flesh.
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i1n portraying mant

l, evidences of sorrow, hard struggle, bitter nain do
not interfere with the portraying of the 1idezl;
2. Th~re must be no immediate operation and presence

of sin,

1., actual models are before the artist;

2, he studiea these models not only ocularly, but,

3. he conzsiders thelr character z2nd ite im-rint on the bdody.
ro ndica a o h: o) e ea

charagter:

1, pride,

2+ sensuality,

3., fearv,

4, eruelty.

Iegsion is usuelly not great or violent but in proportion
to the weaknesas of the mind it deals with,

grief 1s ignoble because it 1s often shallow and always

temporary,

Here we consider the means taken by the artlist that he might
pregent his work in a manner pleasing to the beholder,
Imagl on 1is «fold?

1. Associative, combines to form new forms;

2. Penetrative, asnalyzes and reaches truth;
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I,

3+ Contemplative, regards simple inages : nd the com-
binations of them,

AS3TCA, I T AGTACTION

Ublects examined exigt in two forms:

1. verbal, which are known but not vieuazlized;

2. visible, which are visuallzed but cannot be expressed
in words.
Composition 18 the process of groupin: characters or
qualities from different sources for the crsation eof a
new objrct,
Assoclative imagination takes 1deas or i-uges which
may be separately wrong but which Jjoined possess unity
and harmony.
1, The imaginative artlst is capable of grouping
parts to bring together a beautiful whole,
2, The uninaginative artist 1s incapable of har-
moniously grouping parts,
The test of the success of the operatlons of ithe
associative imegination is to judge if the object presente
ed poscessest
1., naturalness,
2. simplicity,
3. harmony,

40 truth,
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1T, PCNE RAT V™ JVA° TIATION

1, goes to "h= very root of th~ object considered and
avoids:
a) too great a-tail,
b) m~rely eurface examination,
¢c) depicting thought and emotion obscurely,
d) restlessness,

2. does not confuse 1tself with fancy which is:
a) full of detall,
b) concerned with ocutw-rd si-ns of emot.on,
¢) r-stless.

3. 4oe,3s not confuse 1wagi:.ztive truth with realism whioh:
a) draws our attention to mannerisms and h:-blits and

f-41s to0 grasp deeper si: nificance,
ITY, 207 TMITATIVE IMATINATION

1, clotues abstract images with:

a) consistency,
b) reality,
¢) deep feeling.
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CHAPTER TWELVE

APPLICATION TO THE NOVEL

me feari-t Letter
2ce _Scarlet Lattex,. by Hawthorne 1is a portralt of sin

and its goncr-uences ageinst & Furitan background. It is in
no sense zn historical novel, for Hawthorne cuppresses in the
background overything except deep shcodowe from «whlen the grim
tra -ody neturally proce~ds, The moods creat~d zre those of
remorse, sorrow, and d-spalr.

If we examine 1t for the qualitles of typlcal beauty, we
will find that Hawthorne has given us princlioally -octions of
infinity, unity, and mod-ratios, This lasi he schieved by the
gonp'~te lack of the rppe-rance of violence 213 exiLrava ance,
while, analyzing most viclent emotionul struggles,

At the very bezi:ninz 0" the book in his drreription of the
somber jall he uses a contrezsi suggesting inTinity. After dese
oribing th~ Soston jall, he continues: "like all that pertains
to c-ime, 1t seema never to have kadun a youthful era, BGefors
this ugly edifice and betwren 1t and the whrel-track of the atreet,
wag & grass-plot, much overgrown vith burdoczk, pip woed, apple-
peru, and such unsightlly veget tion, whlc) evidsntly found come=
thing con enial in the goil thaet had so lately vorne the black
flower of civilized soclety, & prison, 3ut, on on~ side of the
portal, end roote’ almost at the threchold, was & wild rose-bush,
sovered, in thic month of June, with its celicate geme, Which
mi ht be imsginec to offer their fragrance enc fragile beauty

to the prisoner as he went in, and to_ the condemned criminsl as
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he came forth to his doom, in token that the deep heart of ‘ature
could plty and be kind to him." (1)

“everal other examples of this sare gquality are: "ilad there
been a Paplst among the crowd of Puritans whc niznt have seen
in this beautiful woman so picturesque in her attire and mien,
and with the infant at her bosom, an object to remind him of
the 1lmage of Divine Maternity, which so many illustrious paint-
ers have vied with one another to represent; something which
should remind him, indeed, but only by contrast, of that sucred
image of sinless motherhood, whose infant was to redeem the
world, Here, there was the taint of deepest sin in the most
sacred quality of human life, working such effect, that the world
was only the darker for this woman's beauty, and the more lost
for the infant she had borne”, (2)

"But before *r, Dimmesdale had done Bpeaking, & light
gleamed far and wide over all the muffled sky., It was doubtless
caused by one of those meteors, which the night watcher may so
often oberve, burnin: out to waste, in the vacant r-gions of the
etmosphere, S0 powerful was 1its radiance, thet it thorouszhly
1l1luninated the dense medium of cloud betwixt tne sky and the
earth, The great vault brightened, like the dome of an immense
lamp., It showed tne familier scene of the stre~t with the dis-
tinctness of mid-day, but 8lso with that aweful -ess that is al=-

ways imparted to famil'ar objects Ly an unaccustomed light.....

1. 'athanlel Yawthorne, The Scarlet Letter, 68,
2. 1b1dl 7?.
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And there stbod the minister, with his hand over hi: heart; and
Hester Prynne, with the embroidered letter ~lims~rin- on her
bosom; and 1ittle Pagprl, harself 2 symbol, 2nd the connecting
link between theas two, There stood in the noon of that strange
and solemn s»lendor, as if 1t were the light that is to reveal
all seerets, and the daybreak that shall unite 211 who belong
to one snother", (3)

"The dav was chill and somber, Overhead was & <rav expan-
ge of clouds, slirhtly stirred, however, by a breezo; g0 that a
gl~am of flickering su—-shine might now and then be seen a its
g0lit ry play ~lonz the math, The flittins cheerfulneas wes
alwaya =t the fonther extremity of esome long viets taroush the
foreat, Th~ sportive sunlight feebdbly sportive, at best, in the
predominont nensiveress of the day and ecene withdrew iiself as
they wvere nizh, and left the spots where it had dancel the drear-
jer, bhecous~ they had hoped to find ther bright,

"other,™ s21d 1ittle Pearl, "the sunshin~ do~c not love
you, Yt rune nway and hides 1tself, because 1t 1lg 2frald of some-
thing on vour hosom, WNow see! There i1t i3, plryin  a rood way
cff. SGtand vou here, 2nd let me run and coteh it., T 2am but &
childa, It will not fle~ from me, for T w ar nothins on my
b~aom",

"ror saver will, my child, T hope", c~14 Uezter,

"snd why rot, other?" asved “earl, stoopin: short lust at
the beginninz of her race, "Will 4t not come of it own sccord,
when I 72m a rrown woman?"

3. ibid. 137,
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"Run sway, child," anawered her mother,"and catch the sun-
shine. It will soon be gone".

"Pearl set forth at a great pace, and, as Hester amiled to
percelve, did actually catch the sunshine, and stocd laughing
in the midst of it, all brighten~d by 1ts splendor, a41d scintill gt-

ing with vivacity excited by rapid motion, The lisht lingered
about the lonely child, as 1f glad of such a playmate, until
her mother had drawn almost nigh enough to step into the magile
eircle too,

"It will go now", said rearl, shakinz her head,

"3eel" answered lester, smiling, "Now I can stretch out
my hand and grasp come of 1t,"

“Ag she attempted to do 80, the sunshine vonished"., (4)

In the quotations glven we can find examples of the qualitles
which express typleal beauty. Infinity 1is suggested in the
night visit of the miniseter, Mr., Dimmesdsle, to thr scaffold,
There is a very definlte surgestion of space ziven in the d-scrip-
tion of the awesomeness of the aspect of the villase under the
meteor-lighted heavens,

In the thrse quotations offered the i1dea of 1infTinity 1is
obteined Ly gradations of shade and colors. In tae 7irst
quotation the rose-covered bush stands out agulnst the somberness
of the Jail and its surroundings: in the eecond, the zeneral
gloominess of the village stands out 1in contrest tc Lhe strangely
lighted sky; in the third, the cheerl-gssness o7 the Torest path

4, 1vida. 220, 221.
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12 in contr: s% L0 the sunlight portions to which 1i1t‘le Pearl

;
mins on ahes’, :

There is in The ot Leiter a very flctinct unity. It
is the unity of diffcrént things subj-ct d to th~ same influense
and c¢:lled by nuszin, subjectlonzal unitys. Tvery scene in the
book ie somber and typ;fieu 8in; every character in the bock
18 under the gnfluenca”of sin anc 1lts repults, It 1s aln th-t
groups thnem and carries them along each to hiz prooer end,

A~pose 1s implied throuchout Fh- Searl-t Letter. It is
evident in the descripgtlon of the Life of Pu-itan Tcaotong
evident particularly in the slow, unchanglng zttitudes of its
cltizens, T1hese attitudec are polnted out to us in t-=» very
first chapters when we fircst meet the irhabltants of thg town
assenbled to wliness the nuniehment of Hester. ‘1hese ztiiludes
seom &g steadfast and as permanent as do the anci-nt treesg
that shade the stireets and buildings,

The same spirit permecatee the .escriptlon of the life and
Pearl in the years immediutely after the opening of the atory,
egpecially those descriptlons thatL concern thelr 1life in thelr
own little home,

Lastly 1t 1ls expressed ig herdsscription of nature, znd
particularly in the description of the .ood wheare liest~r and
Pearl meet “r, Dimmesdales lere the shude, the luxuricznce of
the foliage, and the murmuring ofthe brook 21l tend to increase
the notion of repose &nd permanence,

In pointing out the vital beauty to be found in the
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characters of The Sgarlag lLetter, we will rirct consider ine

stances of ft in Hester, Hester, because of her sin and the
eonstant reminder of it that wzs inflicted upon her z8 a pune
ishnment, aight well nave been 80 overcome by emnity toward her
fellow beings that she would have lost both our sympathy and
reepect, As it was, however, reason and falih gave her the
s°reneness tinat showed her Lo posseas the qualities of mind that
finally caused her to be regarded wita admiration rataer than
aisdain, (

from the very momeat that .iester stepped forth into the
light from the dark confines of the gloomy prison, she was at
sll times undsr all trying circumstances in perfect poccession
of herself, "It was no great dlstance, in those deys from the
prison door to the marketeplace, Measured by the prisoner's
experience, however, it might be reckoned a journcy of some
len;th; for, haughty as ﬁer demeanor was, she p-~rchance unders
went an ugony from every footstep of ihose thot throngsd ic see
her, as if her heart had been flung into the street for them all
to spurn and trample upGn,...» ~ith almost & s rene deportment,
therefore, Hester Prynne passed through thls portic.. of her
ordeal, and came to & sort of acaffold, &t the western extremity
of the market place." (5)

"It may eeem marvelous, that, with the world before heryeece.

this woman should still cell that place her home, where, and

5. ibide 75, 76s
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wheare only, she pust needs be & Lype Of s am® ..., hat she

0 ~apellad horgulf to bfliavn,what. finnlly, she reasoned upon,
88 her sotive for sontinuing /& realident of ‘law ‘nglend,was half
& truth, and half? o selfedillusion, Hews, she said to hersslf,
had deen the scene of her gullt, ant here ghoull be the scens
of har sarthly punishmenti and so, perchanes, the lorturs of
hor deily shame would at length purge her goml, and work out
ansther purity th@n%that whish she hed lost; more saintellke,
besnuse the result of martyrdom," (6)

*Hoster Prynne A14 not now ocoupy precisely the same position
in wvhich we beheld hrr during the sgrlilar period o7 hepy ignominy,
Yeare have coma and gone, Pearl we2s now seven years old, Her
aother, with the goarliet letter on her breagt glittering in
1ts phantastic embrolidery had long deen p feanmiliar objeot to
the tOYM«pooPl®aeeee §t 18 to the arsdit of human nature that,
except where 1tg selfishnese i3 drought into play, it loves more
readily then 1t hates, Hatred, /bfy & sredual process, will be
svon tronsfore~d to love, unlegs the chenge bBe impeded dy a
eontinually nevw irritation of ihe original fesling o” hostility,
In this matter of Heater Prynne, there wss neliher irritation nor
irksonaennss, “he naver battled with the publie, but submitted
yncorpleiningly, to its worest usegej che z-de no clalm upon i,
in requittnl Tor what she sulforedj she 11 not weligh upon its
sympethies, Then, 8lso, the blamsless purity o her life

6, 1b14, 102, 103, 104,
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during all these yezre in whdch she had been set apert to in-
famy, was reckoned largely to her favor. With nothing now to
lose, in the sight of m-nkind, with no hope and seemingly no
wish, of gaining conything, it could only be a genuine regard
for virtue that had brought back the poor wanderer to its
paths," (7) |

Something of Hester's serenity and the strength of her will
1s evident in her encouragement of Arthur Dimmesdale: “Thou art
crushed under the seven years wel-ht of misery, but thou shalt
leave it -11 behind thee!..... Leave this wreck and ruin here
where it heth happened, Meddle no more with it! Begin all
anew] Hast thou exhausted possitility in the failure of this
one trial? Not s80? The future is yet full of trial and success,
There 1s happiness to be enjoyed! There is good to be done!l
Exchange this false life of thine for a true one, Be, if thy
spirit summon thee to such a mission, -the teach~r and apostle
of the red men, Or, - as 18 more thy nature, - be a scholar
and a sage among the wisest and most renosned of the cultivated
world, Preach! .rite! Act! Do anything, save to 1li~ down and
aiel" (8)

These quotations have shown the strength of character that
Hester posaeésed. It is ~vident that anrer 2gainst the commune
ity for having -condemned her to & lasting ignominy, at least

a8 long ae she remained in the community, did not influence her

7. ibla., 194,
8. ibid. 237,
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1ife; nor did fear, ~ither of this punishment or of a future
punishment, sc perturd her as to leave its mark upon her, She
offers us a perfect example of that vital beauty evidenced
when the mind exercises a-proper control over tae body.

The 1ife of her partner in sin, Arthur Dimmesdale, shows
the want of the reason and faith that gave serenity to Hester.
In the beginning he was & man of deep falth, but his cowardice
and heslitancy in acknowledging his guilt almost completely
robbed him of his faith and our sympathy, It is only his final
triumph over his weakness manifeasted in his dramatlc confession
as ﬁgﬂ}:zg dying that redeems him,

‘Agitation, fear and hesitancy show themselves constantly
in what he says, In the first quotation, he 1s addressing Roger
Chillingworth who has suggested that he reveal to him the sicke
ness of his spirit, "No! « not to thee! - not to an earthly
physician."eried Mr. Dimmesdale, passionately, and turning his
eyes full and bri ht and with a kind of flerceness, on old
70 er Chillingworth. "Not to thee! but, if it be the soul's
disease, then do I commit myself to the one Physician of the
soul! He, if it stand with Hie pleasure, can cure; or He can
k111! Let Him do with me as, in His justice and wisdom, He
shall sece good. But who art thou, that meddlest in this matter? -
that dares trust himself between the sufferer and His God?" (9)

"ro the high mountaln-peaks of sanctity ¥r. Dimmesdale

9. 1bid. 167.

142



would have climbed, had not the tendency been thwarted by the
burden whatever 1t might be, of orime or anguish, beneath
which it wae his doom to totter, It kept him down, on the
level with the lowest; him, the man of ethereal attributes,
whose volce the onrols mirht have listened to and answeredl™ (10)

*Thou must dwell no longer with thie men," s21d Hester
slowly and “irmly. "Thy heart must be no longer under his evil
eyel"

"It were for worse than de th!™ replied the minister,
"But how to aveid 1t? VWhat choice rerains to me? .’ hall I
lie down 2z71in on these withered leaves, where I cast myselfl
when tho: didst tell me vhat he wes? "ust I sink down here,
and di~ at once?"

“Ales, what a ruin has befallen mel" saild Hester, with
the tears gushing into her eyes, ™7ilt thov die for every
weakness? There is no other ceusel"

" ange~pe? the consclous -

"The Jjuldser~nt of God is on wme,
stricken priest, "It 1s too mighty for me to struggl- with.," (11)
"0 deaterl™ eried Arthur Dimmecdale, in whose eyes a
fitful light, xincled by her eathusissm flashed up and died
away, "thou tellest of running a race to 2 man who e knees are
tottering ben~ath him! I must die here! There 18 not the
strength or courage left me to venture into the wide, strengs,

10, 1rid. 173
11, ibvid, 235,
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difficult world, alone!" (12)

"Tempted Ly & dream of happiness, the minister had yleld-
ed himself, with deliberate cholce, 28 he had never done before
to what he knew wes deadly sin, And the infectious poison of
that sln had been thus rapidly diffused throughoug his moral
asyatem, It had stupified 211 blessed 1mpulses, and awakened
into vivid life the whole brotherhood of bad ones. Scorn,
bitterness, unprovoked melignity, gratultoue desire of 1l1,
ridicule of whatever was good and holy, all awoke, to tempt
even while they fri -htened him," (13)

"Hush, Hester, Hush!" saild he, with tremulous solemnity.,
"The law we broke! - the sin here so awfully revealed! = let
these alone be in thy thoughts! I fear! I fear! It may be
that, when we forgot our God, « when we violated our reve~rence
each for the other's soul, - it was thenceforth vain to hope
that we could meet hereafter, in an everlasting and pure reunion,
God knowaj and He is merciful, H~ hag proved His mercy, most
of all in my afflictions., By giving me this burning torgure
to bear uvon my breast! By sending yonder dark and terrible
old man, to keep the torture always at red-heat! By bringing
me hither, to dle this death of triumphant ignominy before the
people! Had elther of these agonies been wanting, I had been

lost ferever! Praise be His name! ’iis will be done! Farewell!" (14)

12, 1bia, 238
13, 1ibia, 265,
14, ibia. 304,
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The quotations concerning Arthur Dimmesdcl~ chow that he
lacked true vitel beauty. Agitction and fezr worked always
"gainst him. Ruskin has told us that passion is ucuslly not
gre~t but in proportion to the weakness of the mind it deals
with, Dimmesdale was a real victim of passion, and had it not
been for the final encourcgement and support of Hester and her
willingness to help him escape from Boston, he would never have
nustered courage to put hls .ind at peace by a final confess-
ion,

In r~lation to vital besuty in man, we have not~d that
evi’ences of sorrow, hard struggle and bitter pain do not intere
fere with the portrzayel of the ideal; this is true onl; when the
pearson alfflicted with these trials rises above them and by
faith and reason control themselves. Ve saw that Heater so
rose above them, Dimmesdnle failled to do 80, and had he fled
to Furope as he had planned hls character would have been withe

cut any vestige of beauty.
The third of the chlef characters in The Ccrrlet Letter

18 entirely without beauty and is a thoroughly ~vil character,
The spirit of vengahee marked his very foatures, e first meet
him as he stands upon the edge of the crowd and gazes upon his
wife, Hester, as she stands upon the scaffold, "He was small
in stature with a furrowed visage, which, as yet, could hardly
be terted age., There was a remarkable intelllsence in his
features, as of a person who had so cultivated his mental part

that it could not fall to mold the physical to itself, and
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become manif-st by unmistakeable tokens." (15)

"And now, Mistress Frynne," sald 0ld “oger Chillingworth,
as he was hereaft~r to be named, "I leave thee alone; alone
with th infant, and the scarlet letter! How is it, Hester?
Doth thy sentence bind thee to wear the token in thy sleep?
Art thou not afraid of nightmares and hideous dreems?"

" hy dost thou smile so at me?" inquired .ester, troubled
at the expression of his eyes. "Art thou like the Black Man
that haunts th~ forest round about us? Hast tnou entlced me
into a bond that will prove the ruin of -~y soul?"

"Not thy soul,” he answered, with another smile. "No,
‘not thinel" (16)

"0ld Roger Chillingworth, with a smile on hie fece,
whispered something in the young clergymaen's ear, Hester Prynne
looked at the men of skill, and even then, with her fate nange
ing in the Dbzlance, wes startled to perceive that a cnange had
come over his fratur~g, « how much u-lier they were, - how
his dark co:zplerion seemed to have grown duskler, andé hie
ficure more mishappened, « since the days when chr ha¢ famillarly
known him.," (17)

"A larg~ number.....affirmed that iocer Chillingworth's
aspect had undercone a remarxable change while he hed duelt ip

15, ivia,. 81.

16, ibid, 99, 100,

17. iti¢, 139,
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town, and especilally since hils abode with Kr, Dimmesdzale,

At first his expreseion hAkd been celm, meditative, sc olar-
like. Now, there was something ugly and evil in his face,
which they had not previcuasly noticed, and which grew stlll
the more obvious to sight the oftener they loo.ed upon him,"
(18)

"The physicilan advanced directly in front of his patient,
l1a1d his hand upon his bosom, and thrust aside the vestment
that, hith~rto, had always covered 1t even from the professione
al eye,

*Then, indeed, ¥r. Dimmesdale shuddered, and slightly
stirred,

"Then after a brief pause, the physician turned away.

"But with what & wild look of wonder, joy and horror!
With what a ghastly repture, as it were, too mighty to be ex-
pressed only by the eye and features and therefore bursting
forth through the whole ugliness of his figure, and making ite
gelf even riotiously manifest by the extravazant gestures by
which he threw up his arms toward the celling, and ctamped his
foot upbn the floor! Had a man seen old Roger "hillingworth
at the moment of his ecstasy, he would pavn had no need to ask
how Satan comports himself when a precious human soul is lost
to heaven, and won into his kingdom." (19)

18, 1ibid4, 156,

19. ivia, 169,
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"But the former asnsct of an intellectual :nd studious
man, celm and guilet, which was what she hesgt remem.~red in
him, had alto::~ther vanished, and been succeeded by an eager
s2arching, 2lmost fierce, yst carefully guard~d look, It
secmed t0 b2 his wish and purpose to0 mark this expression with
a smile; but the latter played him false, and flicierad over
his visage 80 derisively, that the spectator could see his
blecknasa all the batter for it..... In a word, o0ld Roger was
a striking evidenc2 of man'a faculty of transfor-r-inc himself
into a d-vil, if he will only, for a reasonable space of time,
undertake a devil's office." (20)

Many other passages could be quoted to show the deterioe
ration of the character of Roger C“hillin worth, There 1is no
doudt that, after he dedicated himeelf to the work of doing
venge=nse to the father of Hester's child, cunninz began
little by 1little to leave this mark upon his features, It was
throuch the portrayal of the havoe wrought by hiles evil .esires
upon higs features that dawthorne points out the 7rzdual decline
of Roger "hillingworth from a qulet, studious peacrabls man
to a repelling and lost creature, In Chillingworth we have an
example of ~varything that “uskin sald mades any tracr of beauty
{rvosagible 4in man, In Chillin>worth was a smouldering anger,
hidden by cunning and decelt which little by little 1-ft thelr
mark upon him, There was too the lmmediate prssence and operation
of tv» gin that caused him to seek every moment the torment of

20, 1bid. 204, 20%,
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& fellow man, Again he was deeply atamped with the imprint
of orueity, Finally this whole psgsion in its vehemence showed
& want of mental control,

As ws pass from the consideration of th» theoretic to
the ireginstive facultly we ceass to regerd the perfection of
the gatting snd characters of the novel and come to re-apd
the means te'en by the writer that he mi ht present hi:z work
in 2 manner plessing to the reader,

Ruskin hos 2014 that the test of the suscess of the
operations of th» esszociative iragination 1s to judge 4f tha
object preaented p .gcesses naturslness, simplicity, harmony,
end truth, Thou'h the prodlen and particularly the treetiment
of Hagter 1o uncemmon, thers {9 the utmoet na‘uralness and
siaplicity in Hawtherne's weletion of the tale, At the very
bveginning of the story in 8 desoriptiorn of the prison and the
rarket plaoce with its orowd of selferightacus but rather
ealloue individusls, Rawthorne has sst be‘ore us triefly but
eleasrly the atmosphere of the place and the temper of the
people amonr whor tHegter was t0 live out her nunis'went, "The
e~owd was somber and grave, The unhappy culprlt susti-ined here
golf ne bagt she might und~y the heavy welght of & thousand
unrelsntin- ayes, all fastened upon her and oconcentrated at
her dosom, It was almost intolsrable to be borne," (21)

The dezeriptin of the realentlessness of the urita-s in
their treatzent of Hester Juring the earlier years of her

2, 1dv1a, 78
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punishm~nt 18 given plainly and, as we know, from the study

of their characteristics, truthfully. The jriler, in leading
Hester forth on that firat day had cried out zs was the custom:
"A blessing on the righteous colony of Massachusetts, where
inigquity is dragged out into the sunshine! Come zlong, Madame
Hester, and show your scarlet letter in the market placel™ (22)
From that moment the Puritans never falled to show that they
looked upon Hester as a criminal., “Continually, and in a thou-
sand ways 414 she feel the innumerable throbs of anguich that
had been so cunningly contrived for her by tho undyis-, the
ever~active sentence of the Puritan tribunal, Cler:ymen paused
in the atreet to address words of exhortation, that brought a
crowd with its min_ led grin and frown, around the poor, sinful
woman, If she entered a church, trusting to share the Sabbath
smile of the Universal Father, 1t was often her mishz»s to 11ind
herself the text of s$he discourse, She grew to have a dreacd of
children; for they had imbibed f~om their parents a va; ue iiea
of something horrible in this dreary women, gliding silently
through the town, with never any companion but one only child,
Thereafore, first allewing her to pass, they pursued her at a
distance with shrill c¢ries and the utterance of a word that had
no diatinct purport to their own minds, that was none the less
terrible to her &8s proceedin- from lips th:t babbled it uncone

sciously. It seemed to argue so wide & diffusion of her shame,

22, 1bid. T75.
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that all nature knew of it." (23)

It might have pleasad us more and given us a more pleasant
gense of the kindliness of human nature had th~ Puritans bteen
less harsh in their treatment of Hester and quicker to per-
ceive the st-rling qualities that she possess~d, DBut hed
Hawthorne made the mistake of showlng them as thus early relente-
ing he might have made a more romantic story, but he would have
introduced in it a note of untruth and e discor. that would
have ruined the harmony of this story of the Puritan days,

Hovwthorne again shows rare skill in the work of his assoc-
fative imacination in hils treatment of the hold that Roger
Chillingworth came to gain little by 1ittle over the mi-ister,
We must agree with him when he writes: "All this was accomplish=-
ed with a subtlety so perfect that the minister, though he had
constantly a dim perception o/ some ~vii influence watching over
him could never gain a knowledge of its actual nature," (24)

Tven nature seemed to sdd to the harmony of melancholy
thet permeates the whole book, and it does so in such & mannep
that we never queation its brooding. "Continually, indeed, as
1t atole onwsrd, the streamlet kept up a babble kind, quiet,
soothing, but melancholy, like the vole= 0 a young child that
wag spendincs its infancy without playfulness, and knew hot how
to be merry among szd acquaintance and events of somber hue.

23, 1ibid. 109,
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"0 broo! O foolish ~nd tiresome 1little brook!"® ecried
Pearl, aft~r listenin- awhile to 1ts talk. "+hy art thou so
8ad? Pluek up a spirit, and do not b~ all the time si -hing
and murmuring,"

"But the brook, in the course of it little lifr~-time
amonz the forest-trees, had gone throush 30 solemn an exprre
ience that it could not help talkin~ about it, and s~emed to
have nothing else to say, Pearl resembled the brook, in as
much as the current of her life gushed from a wellespring as
nysterious and had flowed through scenes shadowed as heaviiy
with gloom, But, unlike the little stream, she danced and
eparkled, and prattled airily aslong her course,

"vhat do~s this sad little brook ssy, Mother?" inquired
she,

"If thou hadst a sorrovw of thine own, the brook might tell
thees of 1t," answered her mother, "even as it ic telling me

of minel" (25)

Hawthorne gives prooll of his penetrative imasination
thoughout The Scarlet letter, and particularly in two chapters,
the one entitled,'Hester and Her Needle', and the other, 'The
Interior Of A Heart'., In the first of these ch-pt-rs the 2:.thor
analyzes the emotions of Hester, In the analysis Hewthorne
delves deeply into Hester's mind, at the sare time avoiding a
burden of detall, He speaks of her feelings and of her 1life,
he tells us of the punishment that she undrrwent d:ily by being

2%, ibid, 224,
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deprived of normel socinl r~lations with her fellow beings
and the peculiar torturs that she andured. .1~ not only shows
hoew her condition 1ﬁf1upneed her exterior actions but points
out -8 well its effect even upon her imegination, *hen Haw-
thorne “inishrs this chapter he has left no obscurity in our
mind reparding Hester,

In the second chapter mentioned above lawthorne submits
My, Dimmeadale to an ~qually penetrating search, He tells us
the t-oubled stote of his consciense and how not only the evil
attentions of Roger Chillin wvorth but also how the veneration
of hieg parishoneras, tormented him. There is perhaps not to
bea found ~lsewhere in Fnglish literature and surely not in
American a truer portrait of an uneesy conscience,

The thorou~hness of the examination of Heater and r.
Dimmegdale r~moves them far from the r~adlme of fency. Little
Pearl, on the other hand, 1s a creature of pure fancy. The
descrintions of her are full of detail and are concerned prie-
marily with outward signs of emotions, Again the descriptlons,
as Pesrl herself, are regtleas; if we rofor to the outline of
the penetrative imegination we will noti-e that she fulfills
perfectly the recuirements that s flgure of fancy should poscess,
And this is preoisely what Hawthorne intended her to be, for
Pearl is i~ the story as a symbol shd the tangible evidence of
the 8in of her parents, Not onece does Hawthorne zttempt to

analyze her as a character,

152



The Return of the Native
The Return of the Natlve by Thomas Pardy 1s = stu’y I a

small group of the inhadbitants of Fgdon Hrath, Some of them

look upon the Heath with genulne affection, and others regord
1t only as a drn%% weste, Chance, here, as in all the novels
of Hardy, pl-ys an important part.

In examining the book for evidences of typical beauty,
we find that it possesses definitely infinity, repose, symmetry,
unity, and moderation, At the very beginning the suthor gives
ue a sense of infinity when he writest "The heaven being spread
with this pallid screen and the earth with the darkest vegetatlon
their meeting-line at the horizon was clearly marked. 1In such
céntrast the Heath wore the avpeasrance o0f an installment of
nisht which had taken up its olacs before 1ts astronomical hour
was comel dc°rkness had to s great extent arrived hrre on, whlle
day stood distinct in the sky." (26)

"Twilight combined with the scenery of “gdon Heath to
evolve a thinc majestic without severity, impressive without
showiness, smphatic in its edmonitions, grind in 1ts simplicity”.
(27)

" hile she looked a heron arose on that sid~ of the sky
and flew on with his foce towards the sun, Il had come dripping

wet Trom some pool in the valley, and as he flew the edges
gnd lining of his wings, his thighs, and hls breast were so

26, Thomas Hardy, The Return of the lative, 3,

27. 1rid, 4.
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caught by the bright sunbeams that he appeared as if formed
of burnished silver, Upon the zenith where he was, sesmed 2
free and happy place, away from all contact with the earthly
ball to which he was pinioned; and she wished that she could
arise uncrushed from ites surface and fly as he flew then," (28)
"A consclousness of a vaest impassivity in all which lay
around aim took possession even of Yeobright in his wild walk
towar's Alderworth, He had once before falt in his own person
this overpovwering of tho fervld by the inanimate; but then it
had tended t0 enervatc a pagsion far sweeter than that whioh
at present pervaded him, It was onoe when he stood parting
from Fustacia in the molat still levels beyond the hills," (29)
"rhey stood silently lcoking upon “ustacia, who, @8 she
lay therec still in death, eclipsed all her living phases,
Pallor did not include 2l} the quallty of her com.lexior,
which seemed more than whiteness; it w2s almost 11 _hte The
expresaion of her finely ecarved mouth was pleasant, as if a
gense of dignity had just compelled her to lenve off apeaking,
Eternal rigldity had selzed upon it in a momentary transition
between fervor and resignation, Her blaec halr was looser now
than either of them had ever seen 1t before and surrounded her
brow like a forest. The stateliness of look which had been
almost too marked for a dweller in a country domlcile had at
28, ibid. 343,
29. ibid. 385,
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last found an artistiecally happy background." (30)

Unity in The Return of the Native 1e sulbjectional for
the Heath subjoets 2ll the charzcters to 1ts influence, Those
who love the Heath a&s Thomasin, Clym Yeobright, znd Diggory
Venn were in trus asympathy with it and to them it became a source
of peace; but to ¥Wildeve and Eustacia, the Heath wae brooding
and menacing and seemed only to accentuste their rectlessaness,
Herdy said of Fustaciat "To dwell on a heath without studying
its meanings was like wedding a foreigner without learning his
tongue, The subtle beautles of the Heath were lost to “ustacia;
she only caught ite vapore, An environment that would have
made a contented woman a poet, a suffering women a devotee, a
pious woman a psalmist, even a giddy womsn thoughtful, made a
rebellious woman suturnine." (31)

It was this seme dislike of the Heath that caused Tustacia
to marry "lym with the hope thet he would take her to Paris,
His fallure to do s0 was one of the chlef reasons for the dis=-
satisfactlion which 1943 to the chalin of circumstances bringing
about the final catastrophe,

While the whole setting of the story is one of repose,
the repose 18 most evident because from the beginning hardy
stresses ite opposite, energy. "To do things musingly, and by
small drgrees, seemed, indeed, to be a duty in the Egdon valley

30, 1bid. 384,

31, itid, 81,
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&t this transitionzl hour, for there was thet in the condition
of the !eath itself which reeembled protacted and halting
dublousness, It was the quality of the repose avpertaining

to the scene, This wasg not the repose of ectuel stagnation,
but the arparent repose of incredible slowness, A condition of
healthy 1life co nearly resembling the torpor of death is &
noticrable thing of ite sort; to exhibit the inertness of the
desert and at the same time to be exercising powers akin to
thocse of the neadow, and even of the forest, swekened in those
who thought of it the attentiveness usually engendered by
und~ratatement and reserve," (32)

Hardy exerclses moderation throuvvhout the book in his
treztment of 4ts background, He is never extravagant in his
description of it, although he s~ldom allows us to forget it,

Before considering the ~vidences of vital beauty in the
main characters, we shall consider briefly the ch-racter of

Christain Cantle, Christein is on example of the idezal in man

completely destroyed by fear, A sim le creozture, at best, he
excites more scorn thon pity dy his constant worryings. "How
dark 'tis now the fire's gone downl" said Christain Cantle,
lookinz behind him with his hare eyes, "Don't ye think we'd
better get home-zlong, neighbors? The heoth isn't haunted, I
know; but we'd better set home," (33)

32. ibid, 1°

33, ivia, 32,
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"Coffins, where?" inquired Chriatian, drawing nearer,
""iave the ghost of anyone appearad to anybody, .r. alrway?"
"No, No. Don't let your mind so mislead your ears,

Christian; and be 2 man," s2i1d I'imothy reproacafully.

"I will," said "hristian. "But now I think o't my
shadder last night looked jJjust the shape of 2 coffin. +hat
is 1t a slgn of when your shade's like 2 coffin, neighbors?
It can't be nothing to be afeared of, I supposed?" (34)

"Standing atoui the room was the 1little knot of men who
form~d the chief part of the Egdon coterie, there being present
Fairway himself, Grandfer Cantle, Humphrey, ~hristian, and one
or two turf-cutters, It was a warnm day, and the men were us
& matter of course in shirteslesves, except Chriastian, vho
always had a nervous fear of parting with a scrao of his
clothin- when in anybody's houze but his own." (35)

‘ec2rdless of the faot that Christian is a kindly and
devoted worker of the Yeobright's, this constantly recurring
foar wﬂich he is “orever expressing causes us to consider him
a greater sirpleton than he actually was,

Clym Yeobri ht wis a man with an i1deal, It was this
which caused him to leave Paris and to return to Ezdon in the
hope of being able to do some good to its inhubitonts by
teachin~ them, His 1deallism was marked on hls features.

34, 1bid. 165,

35. ibid. AT4.
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*The faos wns well shepnd, ewen excellently. iut th» -ind withe
in wes Baglinning to use 1t as & mere waate tablsat whnreon (o
trace its idlioceynorssien as thay davelope” thengelues, (Do
beanty here visidle would n 0o tize be ruthlsoaly overruan by
ite parasite, thousht, whioch ol bt just se well haw fad upon
& Dludnep axtarior vheps thare w-g nothing it ocould harm,” (36)

Myn'e 1deallianm wns an unselfish onn, and one which mede
him eeady to soorifios himesl? for the mo0d of nthere, "Yeace
bricht loved his kind, te nad & conviction that the wsunt of
nost men wae Rmowladge of a sort whioh brings wicdon rather
than affluence, fi» wishe? to ralice the 1nes at the sampencs
of individuals rether than inlividusle at the »Axpense of the
oless, ‘hat wae nore, he was ready at onoe to da the first
unit nacrificed,” (I7)

There 18 much t0 odrire In 1ym when we firet meat hinm,
much that lesds ve to Juige his oharacter as besutiful accorde
ing to the plen of Muskin, If we follow thie plon, howevep,
in ju’ging him throurhout that pert of his 1ife that 'ardy
glvas ue, wa £ind a gredusl ohangs in him, At the Deginning,
he gasmed $0 posSsess A aontrol ovear his mmotl ne that wonuld de
su~ 1oient to heap him thea 1deal character throush pain and
SOProw, <~ oes gosathing of this 1dmolity sapresand in the
follomwins two quotations, The first expresses the 1ove hetwesn
Clym an? hAlo pothert the a~cond, sometilns of his phildacphy

36. itid, 161,

37. tid, "O3,
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of hardship,

"The love between the voung man and his mother was strange-
1y invisible now, Of love it may be said, the less earthly the
lese demonstrative, In its absoclutely indestructible form it
reaghes s profundity in which all exhibition of itself 1s pain-
ful., It was so with these, Had conversations between them been
overheard, people would have said, *‘Mow cold they are to each
other!' " (38)

"Yeobright placed his hand upon her arm. 'Fow don't you
suppose, my inexperienced girl, that I cannot rebel, in high
Promethian fashion, against the gods and fate as well as you,

I have felt more steam and smoke of that sort than you have
ever hesrd of, but the more I see of 1life the more do 1 per-
ceive that there 1s nothing perticularly great in its greatest
walks, and therefore nothing particularly small in mine of
furge-cutting, If I fecl that the greatest blessings vouche
safed to us are not very valusble, how can I feel 1t to be any
great hardship when they are taken away? So I eing to pass the
time. idave you indeed lost all tenderneses for me, that you be~
grudge me a few cheerful moments?' " (39)

After the death of his mother unfortunate as it was in
fact and in circumstances, Clym failed to show sufficlent coure
age to overcome his sorrow, great though it was,

38, 1bia. 222,

39. 1bid. 302,
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"Is it you, Fustacia?"” he saild as he sat down.

"Yes, Clym. I have been down to the gate, The moon is
shining beautifully, and there is not a leaf stirring.”

"Shining, 18 1t? What's the moon to a man like me? Let
it shine - let anything be, 80 that I never see another dayl..
Eustacia, I don't know where to kookt my thoughts go through
me like swords, O, if any man wants to make himself immortal
by peinting a picture of wretchedness, let him come here." (40)

"Yeobright's manner had been 8o quiet, - he had uttered so
few syllables since his reappearance, than Venn imagined him
resigned, It was only when they had left the room and stood
upon the landing that the trues state of his mind was apparent,
Here he ssaid, with & wild smile, inclining his head toward the
chamber in which Eustacia lay, 'She is the second woman I have
killed this year, I was a great cause of my mother's deathj
and I am the chief cause of hers’',

"How?' sald Venn.

*1I spoke oruel words to her, and she left my house, I
did not invite her back till it was too late., It is I who
ou ‘ht to have drowned myself, It would have been a charity
to the living had the river overwhelmed me and borne her up.
But I cannot die, Those who ought to have lived lie dead; and
here am I alive!l'

‘But you can't charge yourself with crimes in that way,'
sald Venn, 'You may as well say that the parents be the cause

40, ipbid. 366.
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of a murder by the e¢hild, for without the parents the child
would never had been begot.'

'Yea, Venn, that is very true; but you don't know all the
circumstances, If it had pleased God to put an end to me it
would have been a good thing for all, But 1 am getting used
to the horror of my existence, They say that a time comes
when men laugh at misery through long acguaintance with it,
Surely that time will come to mel'

'Your aim has always been good,' saild Venn., ‘'Why should
you say such desperate things?'

'No, they are not desperats, They are only hopeless;
and my grezt regret is that for what I have done no man or law
can punish me!l' ™ (41)

These last attiributes of mind show in Clym a want of reason
and faith, indeed, a selfishness which shows him incapable of
bearing the trizls that came to him. His passion is that of
a veak man, and while he ceases to openly pity hims~1lf, he ree
tains to the end an air of seclfesacrifice that maskes him un-
id~al in our eyes,

Eustacia Vye, although physicelly beautiful, falls to
possess real besuty. She falls primarily because pride end sele
fishness have made their imprint upon her, At no time 4o we
discover in her character the =aving influences of reason and
faith,

41, 1bid. 449,
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She has no love for her surroundings, nor does she attempt
a8 most n-ople do, to attain a sympathy with the setting of her
life. "I cannot endure the heath, except in itJ purple season,
The heath is a cruel task master to me." (42)

Again, she specks concerning her fellow beings and naturet

"I have not much love for my fellow creatures. Sometimes
I quite hate them,"

"St111 I think that if you were to hear my scheme you
might take an interest in it, Tﬁ@r@ is8 no use in hating peo=-
ple = 1f you hate anything, you should haete what produced them,

"Do you memn Nature? I hate her already." (43)

Perhaps “ustacla's selfishness expressed in her self~pity
is the quality that most detracts from her. To give but a few
examples of thiss

"No, it 18 my general way of looking. I think it arises
from my Teeling sometimes an agonizing pity for myself that 1
ever was born.," (44)

"One week and another wore on, and nothing seemed to lighten
the gloom of the young prople, Dreadful imaginings occurred to
Eustacie, but she carefully refrained from uttering them to
her husband. Suppose he should become blind, or, at all events,
never recover sufficient strength of sight to engage in an
occupation which would be congenial to her feelings and conduce
to her removal from this lonely dwelling among the hills?

42, 1vbia, 220,

43, ibid. 219.
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That dream of beautiful Paris was not likely to cohere into
substance in the presence of this misfortune", (45)

"Tustacia walked out alone in the direction of Yeobright's
plage of work., He was busily choppin: a.ay at the furze, a
long row of ragots which stretched downward from his position
representing the labor of the day. He did not observe her
approach, and she stood close to him and heard his undercurrent
of song, It shocked her, To see hi~ there a poor afflicted
man, earning money by the sweat of his brow, had at first
moved her to tears; but to hear him sing and not at all rebel
against an occupation which, however satisfactory to nimself,
was degra-ing to her as an educated lady-wife, wounded her
throughe...o It was bitterly vlain to “ustscia that he did not
care much about social favor; and the proud falr woman bowed
her head and wept in siock despair at thought of the blasting
effect upon her own 1life of that mood and condition in him," (46)

"why will you foree me, Clym, to say bitter things? I
deserve pity as much a8 you. As much? « I think I deserve
more. For vou can sing! It would be & strange hour which should
cateh me singing under such a cloud as thisl" (47)

"How I have tried and tried to be a splendid woman, and
how destiny has been against meleeecs.o.I 40 not deserve my lot!"

45, 1rid. 295.

46, ibid. 299, 300.

47, 4ivia. 301.
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she cried in a frensy of blﬁtnr revolt., 'O, the cruelty of
putting me into this ill-conceived world! I was capaeble of
muchi but I have been injured and blighted and crushed by things
beyond by control; O, how hard it is of Heaven to devise

such tortures for me, who have done no harm to Hegven at alll'
{48)

Eustacia, throu-h her attitude, is for us z perfect example
of the lack of vital beauty, The influence of her mind showed
its~lf incapable of overcoming the dif iculties that life off-
~red her, Had there been any trace of unselfishness in her,
she would have been able to rise above the trouble that came
to her and Clym. She merried him only because she wished in
her pri‘fe to show Wildeve that he meunt little to her; and,
although she had some love for Clym, it was not a pure love but
one r-other that looked for her own satisfaction, in the hope of
being able to leave the heath for Paris with him, Never belng
able to find any wealknesas 1n her own attitude,but blaming her
surroundings, her huaband, and even God for her unhappiness,
\sha QQll into final despalr.

The two other main characters of the book, Diggory Venn and
Thomasin, %ildeve's wife, both possess beauty. ‘lardy, however,
does not analyze their characters to any great extent as he was
always more interested in pessimism and misfortune than in the
fulfiliment of love and ite happiness, He rakes 1t clear, nev-
ertheless, that both Diggory and Thomasin are persons whoece

48, 1bia, 422,
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lives are directed in a reasonable manner, Diggory was cone
stant in his unselfish devotion to Thomasin even after he had
loat the hope of marrying her. Thomasin, too, although she
did not love Wildeve, said nothing to anyone in disparag-ment
of him, but rather lived as his devot-4 wife.

In this novel Hardy shows that he possesses a lilvely
assoclative i-agination for he groups the varfous characters
and incidents in a convincing bond of unity and harmony.

Because chance plays such an imnortant part in this novel
the aequisition of unity and hermony was no easy tesk. Ilad
chanee s~emed t0 imn»oase itself on the events one single $ime
in such a way that 1t would disturb the inevitablenees of the
tragedy discord would h=ve resulted. Beginning with the mise
take concerning the marriage license at Anglebury until the
last appearance of chance in the book, chance always appears
naturally. The mistake concerning the marriage license at
Anglebury brought together Diggory Venn and Thomasini and it
was this meeting th-t rearous-d Diggory's interest in Thomasin
and her fate and gave him the part to >lay that he had during
the novel, The Tirat meeting of Fustecla and Cly- at Mistover
was hastened by the accident of the wellebucket, It was the
chance meeting of “ust-cic and Wildeve at the dance at Fast-
Tgdon thet led to his again paying speclal aitention to her,
This renewed attention, in turn, broucht him to her home at
Alderworth on the day that !'rs, Yeobri: ht chose to call, and

it was his presenge there that brousht cbout the fotal mistoke
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of not opening the door to Clym's mother. Chance again led
Charley to light the fire on the heath near lMistover which
Wildeve took to be a signal for him to come to Eustaoia., He
indeed cam~ and they planned her leaving Egdon. The fact that
she did not receive Clym's letter was due to the forgetfulness
of Mr, Failrway and her grcondfather's misteken notion that she
wae asleep., Had she recelived this letter she would not have
ventured out to her death., These are but a few of the in-
stances of chance in the book,

While Haprdy only penetrates deeply into the emotions of
two of the characters, '"ustacla and Clym, there remains nothing
obascure in the reader's mind concerning them. Clym shows his
emotion and expregses it more freely than Fustacia, yet there
is truth in his manner and we never have the feeling that too

much attention has been given tc outward signs,
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Windsvwept
One of the outstanding cqualities of typical beasuty in

¥indswept by Mary Fllen Chase is its unity. It possesses
subjeetional unity, unity of origin, and unity of membership.
All 1ts characters were gubjected to the 1 .7luence of Windswept,
the house on a high promontory of land on the coast of :aine
miles from villages or towns, The chief oharacters of the novel
all love YWindswept and are deeply influenced by it. Yany of
them possess unlity of origin in thot they are the deascendents
of Philip Marston. "“John Yarston never forgot that night in
the cadbin smong the spruces above the dark, swirling water,

Nor did those who came after and begeuse of him ever forget 1it.
They were always being brﬁught up sharply by the difficulty
that not one of them had actually been therej; and yet the
reality of it became as 80 much a part o7 thelr conscious exe
perience from the beginning that they never really believed
that truth, much as it reproved them, Eileen araton, once she
had come to Windswept, found her presence in the cabin on that
night the easiest part to play of all the p-rts in the drama
she was forever playing. Ann Marston still belirves that she
was there, Young Philip Marston was all his short life so much
there that Jan's face in that firelight was the last thing he
saw as he died Belleau “ood, Rod even placed the dogs there
with him, Giles and Friday and Pippin; and when he wrs at last

convinced after years of bickering that Julle hnd 2s much right
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to the cloim of her presence there as he had o’ his own, he
grudgingly allowed her a place there also., For from out of the
bricht and derk moments of that night -indswept and all those
who make its story crme," (49)

The setting of this novel on the coast of laine gave
li1ss Chase ample opportunity to impress her readers with the
atmosphere of infinity. 1In such & setting 1t was simple to zlve
suggestions of space ~nd to note gradations of shades and
color. Among the numerous examples of the quelity of infTinity
in the book we will quote but 2 few, "It 1s safe to asrume
that there 1is no sound there this momin~ except those of the
wind and water, There is surely no human sound.....If there
are hunters about, they are miles eastwaed in the woods and
marshes, The snow has discour ged any birds that there might
be. The gulls have gone into the bays where there 18 a chance
of food., The curlews have long since gone now that the blue-
rerries are gathered, Crows do not often cry above so treeleas
a space of land as Windswept.

"But the sea thunders against the high, gaunt boulders
and pounds the shingle below the headland, pulling back the
small stones with a rosr, hurling them forward, forever rounde
ing and polishing them, It revercerates in the filasures and
openings cmong the rocks with a roll of drumbeats throbblng

for ~iles a8 the su'ging tide inundates each hollow and cravice

49, Mary Tllen Chase, Windswept, 63, 64.
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of the mascive, uneven coastline, And as for the wind, tnere
18 no stopping it either in sound or in volume,”" (50)

"Then they all stood together by the open grave, and
John Marston read the words that Jan had marked in his book,

"It was the Collect for Advent Sunday, In all the years
aftervarZs that they read it in the chapel at windswept,
which they were later to build, its prayer for grace to cast
away the works of darkneass and to put ?pon us all the armour
of light now in the time of this mortal life, they were to
sere that little group of men standing about John ;.arston on
that vast brown summit of land beneath that whitening sky.
They were to hear his voloe sounding clear and strong in the
st4ll air, as Jan told them it had aounded, reading the
worde about the aquick and the dead, about rising to life im-
mortal, about corruption and incorruption, the Resurrection
and the Life,

"The sun came suddenly out, bright and warm, as John
Varston finished his reading., It made the red flowers which
Jan had hel. in his hand, glow above the brown earth, It
made the wide waete of sez before them blue; it sharpened
the distant Mt, Desert hills," (51)

Rrpose or peace, a8 infinity, 1s stron 1ly marked throughe
out the book, The repose of the characters 18 3ll the more
noticeable as it 1s never far removed from the energy and

50, ibid. 20,

51, ibid., 75, 76.
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activity of 1life, The quietness of the scene in whicn we
{1rat meet Ann lFarston and Julie, rudely esnattered ar it was,
is qulte typical of the contrast of repose and vitalitiy that
continues throughout the book. "The women in the car were
markedly of different age.....yet there existed between them
that rare hsrmony whichy, unhempered by the confusing reserva-
tions and expectations of blood relationship, sometimes exw
$ats Dbetween women of disparate ages., Thelrs had been a long
&880 '1ationgsesobegun on the wildest of autumn nighte, in

a place far away from the sleeping German countryslde;.....
they had been driving for sometime in silence, enjoying the
drowsy, unoccupled country, the warmth of the sun, even the
almost inperceptible purr of the engine, It was on~ of those
days when time seems graciously to halt when & sense of walte
ing 12 welcome and inevitable, when the concerns of the world
are not 80 much distant as completely absent, and when an odd
security enfolds one,,...Then suddenly from somewhere on the
road eastward came a c¢onfused rumble, growing constantly heave
der in volume, shattering the silence of the land 1like an
approaching earthquakes...«There was nothing in sight, but
the sound continued, the rumble increasing now to a steady
throbbing, punctuated by quick explosive beatB,....They were
beats of motoreycles, which soon burst into full view, a con-
tincent of five ahead, mounted by swifti, swooping €entaurs in
gogcles and steel helmets,

"Now the lorries were hurtling past, one by one, in
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mathematical precision, in exact speed, none faeter, none
slower, none deviating on inch toward left or ri ht f -om the
one szhead. 3etween each two of them thudded a motorcycle,
like a period following a unity of heavy, luabdering prose,

& p~rlod exactly placed, only marking no completion, thudding
on anéd ONeessses

"vhen the shattered silence had resembled itself and
again lay over the land, the glil at the wheel of the car made
no movement toward starting it again.....This terror which
had swept aecemingly from nowhere across a still, peaceful
land had swept them elsewhere; and they had returned in ine
stinctive adh-rence to all those things which had shaped and
anchored thelr thoughts for many years and from which, for
them, there could be no release." (52)

Ruekin has sald that we gain the 1dea of purity from a
sense of unlipeded light., Of the many examples of this quale
1ty in Zindswept we will quote but one; "I clamored up the
rocks as quickly as I could and found myself suddenly in a
warm hayfield flooded with sun., There was & conwent near, and
some nune in bri.ht blue habits were gathering in the hay,
pitehinz it upon a rask drawn by white oxen, I don't know
why a scene like that should have so impressed a child, but I
have nevepr forgotten how I stood at the cliff's edge in the
sun and watched those nuns, They and the fleld were so flooded
with light that ;ver since then all strong, clear sunlight,

52, ibiad. 3, 4, 5, 7, 9.
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wherever I have seen it, has been the sunlight in thst noon-
day field. All the light since the world begsn seemed con-
centrated there in that one frield, and even 28 a child I
think I felt that,"” (53)

In xindswept as in every story of life, there ere mom-
ents of grest anxiety; and in handlinz such moments, there
is always a2 temprtion for the zuthor tc strp beyond the
bounds of good taste, and hence to offend e::=inst the guality
of moderation, Miess Chase never offende against moderation.
We will quote twp paseages to show her use of it. The first
concerns the time of the birth of young Philip Morston and
the second concerns the reception of the news of his death in
the last montha of the .orld War. "And yet Philomena knew
what at birth Death was close, out o7 sight and yet there,
waiting to note the strongth of the 1living, ready to spring
if that strength faltered, She would t~ll that listening
Death, she sald to harself, how meny times she, Philomena
Pisek, had outwitted Him," (54)

"Evrn death with all its heartbreaks had not meant dise
order, or oven, strange as 1t seemed, the cruel shattering
of one's hopes, It had not meant resentment, or that almost
28 bitter effect of death, resignation,e.e.. hat had it meant
then, he wondered, trying agsin to put into tanglble thought

53. ivid. 285,

S84, ibid. 230.
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what death hed meant,

"~ain, then, firat of all, There wae no misteking pain,
no sublimntion for its strangling hold., There it wes,
gnawing at one's body, filling one's ~yes, actual piysicsal
pain at one's throat, in one's heert,,... And outl:sting the
palin, inundating it in quick hezling flooé , moments znd
houre of tenderness for those who suffered the same agony,
Elleen, Jen, Philomens, Ann, ard finally, beyond them, for
all everywhere who knew pain, There was gratitude algo in
this suffering, the almost instinctive gratitué~ that one
could know grief,....

"This grief, which dezth had granted, was simple in the
©ld classical sense of eimplicity. It was a cift bestowed
by life, forover incomplete without the dignity of suffering.”
(55)

¥hen we came to consider the vital beauty of the characters
and the poweres of imagination of the author of .indswept,
wve find that there 18 more prealiesm in the development of this

novel than in either The 3J¢arlet lLetter or “he Zeturn of the

latlye, We learn to know the characters nct so much by what

they think and say as by tnelr mannerlisms and habits. There
is throurhout, however, naturalness, simplicity, hormony and
truth, When 7i1leen dies, her eon, .l0od, says little and we
are given little concerning his thourhte, In spite of this,
we have & good 1dea of how he leela, The idea, however,

55. ibid. 350, 351,
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comesg more from our imaglination than from Rod himself or
from the imagination of the author, "Wzit a minute - I know
exactly where 1t 18. I'll get 1t for you.," (¥ileen said.)

"She got up quickly from the stone shelf, Roderick
and Julie, intent on their programs, did not see her gtumlle
and fall, +hen they lcoked up, startled by the .sudden noise,
eshe was lying on the floor, white and stilll,

"Rodrrick Marston always rememi~red how tne sun came
throuzh the fog, seemingly at that very moment, so th:tt when
he and Julie saw her there, th~ sunlight lay full upon her
face, on her mouth with 1ts eager smile,” (56)

"He did feel better in the cool, twilicht air., It was
better to walk than to go to bed, Did life sver ellp back to
be the same? he wondered., Would things 0 on again, lessons
and hauling tréps, ganes, salling, rezding et ni _ht? Or
would things rnever be even pa -tly the same again?" (57)

Perhaps the two ch&racters who actually posseass the greate
est beauty for us in tne whole book are Jan and Mres. Haskell,
and this, becaus~ we are given more of the motives whici
direct th~ir lives, DBoth of these characters were ldeal,
each in their own way and we will give a few quotations first
eoncerning Jan, and second, concerning Mrs. Haskell,

"It was not so much that Jan r-membered the things of

56. ibid, 405,

57. icid. 406,
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the pastj the wide vlains reaching to the dist-nt mountains}
the hollyhocke in the angles of his f-ther's white cottzge;

the mushrooms in the deep woods; the snow and cold and hunger,
Rather he remembared what these things had done to him, the
effect they had had upon him in quick moments of sorrow or
anger or affection, which after all 1s the reward and meaning
of memory to those who have the gift of understanding it, Time
had pulled no dark curtain between the past and the present
for Jan..... Thare was no sharp distinction betwe~n the old
and the new for him." (58)

“Wwhenever he passad Philip Marston's grave on the way to
and from his work, he felt gratituds that in a new land he
wag thus receiving agalin and retaining the blessings and
raalities of an old. Sometimes he felt like the first man to
regeive 1if= and inhablt the earth; sometimes he felt like the
last man alive, his power to complete in digsnity and 1in solitude
the brief cycle of existence." (59)

"By the time the spring darkness had fallen, Jan knew
Anna's letter by heart, It was strange, he tyought. as the
stars came slowly out snd the sir grew cold, how one could
never get oneself quite ready for szdness., One could know for
months and y~ars that sadness must come, and yet one was
naver ready for it when 1t came. All the good food a man
could aat'could not prepare his h-=art agalinst lte sickness,

58. ibid. 32.

59, ibid. 138.
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All the good thou-hts one could think of could no' save one's
mind from the pain which the very act of unasked-for living
made sure and certain, Fven all the prayers one could say,
in the woods, at his work, in the Holy Prescnce of God Him=
self, cocul? not frame a wall 30 hich and strong that suffer-
ing could not erewl above it,"™ (60)

Not only in his thourhts but in his devoted service to
the Marstons did Jan show himself to be 1deal in prrfectly
fulfilling the duties of life,

" re. !'askell always 1like to think of her mother's death....
The =lck -om:n hrd been unconscious for hours..... But Mrs,
Haskel) alwaye 1likd to remember how, just before her mother
1~ft & 11fe, which throurh so many o7 1tg yezors —ad been in-
evitably not +hat she had wished it to be, sh~ oprned her
eyesa, rointin- to a picture which hung on the wall opnosite
her bed, s21id in the clenrsst of volces) ‘UVy deesr, At's
erooked, CStrairshten it <o me.'

"Al*hou *h Mra, Ynskell was by no means an inaginative
woman in the full sense of the word, she wss sble to see what
lay beyon? ~nd behind har mo‘ther's last words, to understand
that to z0 into a world of order with any of her belongings
in disorder or out of lihe would have been to her not only
insuffersble but sinful. %Yhen Mrs, Haskell sat in the after-
noon in her immaculate kit hen,....she liked occasionally to
recall her mcther's donth and to feel a neat plezsure in the

60. 1b1d. 181. 1820
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knowladge th-t 81l her own belonvings also, within aer and
without, as well as &ll those of others to whom she was
responsible, were, in so far as she could mcnage, in seemliness
and order.," (61)

"I'm not one to stick my nose in other folks' business,
but since you brou-ht the subject up like, he meeches round
in & way I don't 1like, He don't seem to have no 4rive in hin,
no git up and git, He slouches between th~ shouldr~rs, an'
he never picks up his leavin's, He don't put himself out for
folks, don't have no respect for 'em.....

"Dick doesn't know about things, He meant nothin: at
all,

"Well, you ean't go nbout this world meanin' nothin',
As I sem it, you've got t0 mean somethin', an' the sooner the
better, If you don't mean somethin', but just go about meanin'
nothin', 1t's hard “or other folks to get th~ ri nt slsnt on
you, I've s21d my say, Take it or leave it." (62)

¥1sa “hase shows heraslf the possegsor of = lively
imeagination in her devel-pment of _indcwopt. To this lonely
spot on the “aine coasat she has b -ourht togeth~r 2z group of
very diverse characters, and has given them to her rezders
with a naturalneas and simplicity that 1s noteworthy. Jan and
especially Philomena, although they are from another country and
cling to many of its cuatoms, 71t intc the scene wlthout any

61, 1bid. 148, 149,

62, 1ibia. 152, 153,
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lack of hermony. Indeed they increase the harnony of the novel.
Mrs, Haskell and Caled Ferkine, two natlives of l.aine, are
thoroughly described in & perfectly natural menner, Although,
as w= have already mentioned, thore is more realism in Windswept
than in the other two novels treated, Miss Chase has given us

no merely surface examination of the objects and personages

of her novel, The detail 1s never confueing nor 1is there too
great a stress on the outward signs of the emotions of the
characters, If there be any fault, it 1s that of understate-

ment rather than extravagance in language,
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CHAPTER THIRTEEN
APPLICATION TO POETRY

In the examination of The lady of Shalott, (1) we will
discover that one of 1te chief oclaims to beauty lies in 1ts
synmetry, Thlc will be studled in d-~tail, zand the other
qualities of typlcal beauty found in the poem will be pointe
ed out at the and of the chapter,

Ohjectlively, as in gll poems, its total effect will be
due t§ the qualities of typleal beauty that will be found in
(1) the i1dez or thought of the wholej (2) the cholce and usage
of words; (3) the rhythmical effect, Subjectively the effect
will vary in different rezders aceordin: to their appreciation
of and sugcaptlibllity to these various elements, and the axe
presaion of the imsgination of the writer,

The theme of The Lady of Shalott 1s particularly inters
esting, since the poem is based on a Cathollc tale found in
Conte Novelle Antiche, (2) It is the story of one consecrated
to God looking back into the world and b-comin: unfaithful to
her vowa, The 1deaz in The Lady of 3halott 1s epparent to a
Catholic, but to thosze not famillar with the stholic notion
of vocation it 1e not apparent; and “dgcr Allen Poe took this
poem ag an 1llustration of the power df "inderinitiveress" in

poetry. If the true ides behind the poem 1s re jected by the
1., Alrred Tennyson, Poeticsl rorks, 27.
2, Mocdern len-uage Review, Vol. V, pr. 530-31, 1910,
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readar, they will orests some occult Or mystiesl half-undare
etood erymbolism in their minds to which the poerm wil. anpeal,

, Ther= are many berities in the organizztlion of the thought
of the poen wh&ch appesl) strongly to the egth~%ic aense, Ty
organtiestion 18 mennt the suldivision and 1llustration of the
thought, and the cholo' of symbole 4r whi:h to clothe it that
it may appezl not only to the 2ind but the i~rc-ine'lon,

ine choles and ueage of vorde is aleo Inportant, Yords
are ohceen in postry e having a wide imeginative connotstion,
and rarely *or thelr prnolnn~anﬁatation. This connotation
1ta-1f 1a-due to & nunber of alemonts, such as the sources of
the word, its puot usage, il spsocietion, ites cnomatopoetio
quelity. The goun® of the word alse is most impirtant in fore
werdin; the gensrel offect, Ite acund in relation to other
nepphy words 1o elso vitel] under i-1s head come *‘he phanomens
of assonence, conmonance, alliteration, and Logaucolor.

Wh1e the thorght 0F &+ poer rorulres “or itz e fartivee
negs that 1t be not only p» reelved bLut reflmgted on by t-
pradep’s nAnd at lemed to some &xtont, the phythm of postry,
1ike that of muaic, need only he neporived bty <he senses, and
in the -ajor'ity of -raes the pind A5 & not anivacvert to 1t
with any d-gres of pa~*‘iau’s itys 7o unierat-nd this 1t 1o
only naceecnrv.to reaflmat that precigealy ths 5-me la truse of
the rhythm of musicy few that hear ths martel rhyth- in e
musieel s~lectinn ere able %0 pick out the raythy of ~very

partieular instrumant, of every volae, of every phra: e, Or ~ven
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to d-scribe specifically the rhythm of the whole. The musi-
cian ecaa by study indicate tnese, and they have iheir define
ite lews of composition; the stud-nt ol poetry likewilse can

indicate all the rhythms of a poem, and the main purpose of

this chapter 1s to point out how this is done in rhe Lady of
Snalctt, 2nd how the rhythms add their part to the aymnetry

of the t-ou-ht,

To show the perfect symmetry of this poem we will take
the various units and indicate as briefly es pos:ible the
raythm,

The largest space-unit 1s that of the four parts or
stanzaegroups, As might be exprcted, the thought in these
groups snows progression, but not rhythm « the nunber of ele=-
ments is too emall to set up & sense of rhythm, and the devel-
opment of the thouzht to its final unfolding does not allow
of it, hen we come to the stanzas, we find that these are
patterned,

The turning point of the poem 13 almost exactly half way
in it, forming a balanece, It occurs when the will of the iady
first yields to the suggestion of the world:

"I am nalf sick of ehadows,’ saild

The Lady of Shalott.

iy exactness of definition, we lose nost of the imazinae

tive content, but schematically we msy call the t.o partes of

the poem before this midway point, "Before the fall"; the two
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parts after, "After the fall", Ve will csll these B znd A,

Azain there are two viewpoints contrazsted 1ﬁ th~ poenm,
the nsturzl ¢nd the su.~rnetural} or we may 82y, the usual
end the mystic, ﬁerﬂ agaiﬁ, by being too exzct we los~ im~
aginative content, =& ie inevitsble to 3 certzin oxtent in san
enalysie of thig corty, We will raf~r to the naturel and
supernatursl jiewpoints a8 Y an® S,

Now ex2~ining the four parte, we note that the “irst 1s
the naturel 1ife of those cutsilde the to.er, the second the
uuperqgtural of the L&dy (unfallen) inside the tower; the
third the natural 1i1fe af the Ledy (fallen) inside the towers
The fdurth the superratural 1ife of the Iedy outsid- the towerw,
Here we have threa L:larces patterned wilth ezch other, &an ex«
emple of whet we mi:ht 6all "poetic countcrpoini". Using I and

O for inside end outsl », we have “or the four rarte
AA
10

M
B
8

[l R

Yow exarinin. the stanza content, we £ind thet the first
stanzs of each unit sivge us a scene, The second stanze glves
the ;ffect or "color™ of the scene, The third :tanza, the ex~
terncl movenent of the scene, “he fourth stanza, the internal
or psychologicsl effect of the scene. 1In the four stanza
units, we find that the dlvisipns fall in this order,

Thus in part one we have!

1., The scene; &8 1t appesrs before the fall to the lalty,

outside the tower,
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2.

Je

4,

In part
1,

2,

S

A,

In part
1.

2,

The

The

The

two

The

The

The

The

effectt as 1t appears before the fzll to the laity,
outaide the tower.
movement: aa 1t appears before the full to thg laity,
outslde the tower,
psycholoz.cal effect: as 1t appears befcre the fall
0 the lality, outside the

tower,

we haves
scene: as it appears before the fall to the Lady,
inside thr tower,
efiect: as 1t appsara before the [all to the Lady,
inside the tower,
movement: &8 it appears before the fall to the
Lady, inside the tower, emphaslizing the
mystical separation of the Lady.
psychological effects as it appears tefore the fall
to the Lady, inside Lae tower,

both for good and for evil,

thres we have!

The

scene: &8 1t appears alfier the fall to the Lady,
inside the tower, (Note that she now se2es

Lanocelot from & natural viewpoint.)

The " "ect: a8 1t appears after the fall to the Lady,

inside the tower,

183



3.

In part
1,

2,

S

The movenent: as 1t sgppears after the fzll to the _ady,
insld~ the tow-r, (Note the "meteor" syme
Yol iIndicatin. the sence of doom to the
Lady.)
The psycholozical effect: as it a.p~.rs &ft~r the fall
to Lthe ".2dy,inslde tiie tLower,
The curse; as it appe.re after, the fall to the Lady,
inside the tower. (Note that this the firet
.part in «hich thls fifth step hoae appeared;

it oocurs from here on as we shall see,).

four we haves
The scene: a3 1t appears efter the rali from the
supernatural viewpoint, outslde the tower,
(Note= thot her vocation is inc-lible, and
that despite the fall she is §t1ll the
Lady of Shalott.)
The effect: as 1§ appears after the f2ll from the
suprrnatural viewpolint, outside the tover,.
The movement: ae 1t appsars after the fzll from the
eupernatural viewpolnt, outsice the
tcwer, (Noi~ the "snowy whita"™ as again
emphesizing her consecration.)
The paychological effect: as it appears after the fall
from the supernatural viewe

point, outside the tower,
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S. The ourset as it appears after the fall from the sup=-

ernatural viewpoint, outeide the tower,

(Note the connotation ¢ the word "silent"

as suggeating the awe,)

6, ™e nosaidility of wedemption: es it cnneara after the

¢all from the snvernate

ural viewpoint, outside

the tower, (Wote the

suagestion of this by

the S9cn of the Cross

and the nrayepr of Lancel-

ot

who had geen her temp-

tetion,)

Thuns t0 make the presentation complete we msg reoresang

the rhythm scheme of the nineteen atanzas usin- the following

key?! S, scenaj T, affect: M, movement; P, pevchological effegt}

8, suparnatural; N, natural; B, before ths fnll; A, after the

rally O, outside the tower; I, inalde the tower; ¢, curse;

R, possibility of redemption,

Reading horizontellye

S RNBO S sBI SNAI Se
ENB U -8 B 1 ENAI Eo»
MNBO *aBI MNAZX LA
FPNBOU PesB1I PNAIL s
CNAIX Cos

Rs

The above rhythm is what 1& termed

LR R B 2

OO0OCO0O0

"thouzht-rhythm", for

the recurrence in more or less regular sequences which we oall
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"rhythm" i1s a recurrence of thoughts, There 1s founda another
thoughte-rhythm associated with & sound-raythm in the halfe
stanzas throughout the poem. Fach stanza conslasts of a
quatrain rhym~d asaa, follosed by a refreln rhymed b; then a
tero~t rhymed ccec, followsed by a refrain .line raymed b,
The r~frain llnes are beautifully vari-d to avolid monotony,
yeot suf iciently alike to maintain thelr identity zs a refrain,
The acund~-rbythm ia the halr-einnza is thue unmietakeable,
But there 1s also a thought-rhythm here, The firsi refrain
line in ezch stanza, except once, ends with the word “amelot.
Camelot is the center of the world's business and in some way
the quatrain has to do with this world's business. The second
refrain line ends a&always with shalotts Shalolt 1s the anglie
cization of “"celotto" or "clelotto" mcaning "strong heaven",
It d=2notes in the poem the devotion to heaven in which the
Lady 18 or should be immersed. In some way Lhe tercet in each
stanza will be found to be linked to heaven's business. At
the riek of becoming tedliousy indicaiion wlll be iven of

these cocntrasts in each stanza of the poem,

l, Road of commerce va. 1lsland of prayer; earthly foed 1in
fielda vs, 1lilles of neaven.

2, The regtlessness of the world ve, the paacé of Godj wilad -
1life va, Tlowers,.

3, Trad~ vs, th~ gleoister,
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A,

S,

€.
Te
8.

9

10,
11,

12,

13.
14,

15,

16,
17.

19.

The cheer of youthful work (morning) vs. the reaping in
the "uplands™ of life's sheaves in the <vanic: of life,
The seculsr whisper of the curse snd the “=dy's mctlve va,
the cerefrae trust of the Lady hers~lf,

Shadows of the world alonc the hi-hw-y vs, the good ~nd
avil in 1lif-,

ComTorts of 1ife vs, the lonelinass of cons=cration.
Death for the world vs. love and marriage,

Brute foree of knighthood vs. submiasion to the gentle
throuzh the Cross,

Beauty of “oncelot's equipment vs, 1ts »fficlency.
Unclouded ~erthly heprinese ve, the pres-ge of apiritual
evil,

Lancelot s~ein ir the sun vs, Lencelot scen in the mirror
or prayev,

Yhat the Lady -gins of .earth vs, what she loses of heaven,
The threat of nature vs, the protection 07 her vocation,
Despair vs, resl nation.

“eath in 1ife vs, Life ir derath,

Degn2ir in 1if~ vs, hope in de: th,

The derd ve, the living.

Fear vs, chnrity,

At the end of stanza one in part {hree lancelot itakes the

place of Corelot at thr~ end of the vefrain line, This breaks

the monotony but it also pre.ents Larcelet 88 the embodliment
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of the world represented by Camelot Drouche ncar to sweep
the ,ady f-~on her hold..

The line-rhsthm 18 o« rhythm partly o. itime, ourtly of
sound, "nd 1c m:rked by tae rhymes o. recurreaces of vowel
sound., Th~ rhy.> 1s the sa » throughoul ~ach ac.f=stanza,
and thl: enonzsizing the unity of the halfestanzas, &and,
at the s2mne time, emphasizin, thes balunce between Lue iwo
parts of Lh~ stanzas, .

/Zthin the lines we nave the puraceerhythm, ‘uere the two
halves of 2 linr are balinced 2xainst each viher there is no
denying that a rhytanical eifect &8 produced, uhen this
effect 1s rerpeated over and over by tne balanclng of the major-

ity of lines, s true sense of rhytha exista,

Tarr~ 15 also taought-rhythm in this baiancing. If the
balancing was mcrely a customery pause in the midale of che
line, o1 the balancing of assonabé vowels &gainst e-ch other,
&t would be & sound ruythme .Lut in seven of the nineteen
first lines, eleven Of (i~ nlneleen secund lines, anc 80 oOn,
we have a thcught coatrest between the first hall of the line
and the second half; these might not of themselves, being in
the mi-ority, be suffliclent to estaiLlish & senee of ravtihm,
but they o eatly reinforce the phrase-ruytam,.

The stress-rhythm, falling as icv do=s on the accented
syllables, emphasizes the rnythm ol the meter. Now there are

many degrees of stress while the number of feeti 1n tae line,
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on the other hond, is usually corstant, Thiz ives rioe o
8 @istinotion whish the ear reziily concrivea between the
setererniythn and the stresserhiytha and greatly o fscts what
we pay oall the "expression” o the line,

¥s haove tried L0 show the pepfent gynnctry thet 9 to de
foun in Zhe Iafly of Shalotls Thie aymootry 1c derived from
the beloner bBetween the two DArts o the posg, the two parts
of sach stanga, and the two parts sven OF each line, %8 howe
slaoc endravored to show that there i{s & balanae not only in
the meohsnical sruoture of these perts bBut even in th» thoughts
expressed in them,

Althouch wo will uoﬁ anter nto as gresd detall in
pointing out the other qualities of typloal beauty beeides
ayasatry we will endesvor o a@on definit~ly th:t they exist
tn The lady of 3hslotle

T™he 1des eof infinity comes 40 us t rou-h the expressior
of the notion of spoas, and through gredations o7 shsd» and
golor, snd Timally through contrast, There §rs nuDerous 6xe
smples 0 these $u thizs posm, In th~ very rirat stanza,
spece s suggested in the 1lines: “On either gide the river lle
long ri~1ds of barlay and df rys, that cloth» ¢h~ Tleld and
sest the oky", In ths a-ne stantsa, we resd: "and up end down
the pasple go, greing vhere the 1lilles blow, round an islend
tﬁnru below®, In the firet instancs the 1des of distant spoos
f1e given ss wo gare owpr the vtu%}tanzd- stretching to the
norigon, In the gncond inetanos apacs iz sugyested wien
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Tennyson writes that we look down on the island,

Again spsse is suggested in the eleventh stanza "in
the blue unclouded Qeather" which glves us & plcture oi the
distances of the atmosphere unimpeded by any cloudeformations,
In the tnirteenth itanza in the description of the i.medlate
falling of the curse is evlidently the work of some unsecn
power: "Gut flew the web and floated wide; the mirror cracke
ed from sid~ to side; 'the curse is come upon me', cried the
Lady of 3halotti" In the deascription of the storm in the
fourteenth stanza, distance 18 implied in the line, “the
pale yellow Qooda were waning". A final example of the suge
gestion of space ia made at the beginning of the descriotion
of the Lady's journey to Camelot, in the 'irst line of the
firteenth stanzas "and down the river's dim expsnse”,

In pointing out the use that Tennyson makes of the grade
ations of shade and eoler, the number of the stanza will be
indicated togetner with the quotation containing the above
mentioned grad&tions,

II1. "Four gray walls,and four gray towers,
Overlook a space bf flowera,
VI1I, "Sometimes a ourly snephard~1ad.<
ur long-hair'd page in orimson clad,
Goes by t0 tower'd Camelot;
Or sometimes thro' the mirrar blue

The knights come riding two by two,
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vVIiii,

IX.

X1.

X1y,

X1V,

"For often thro' the silent nirate

A funeral, with plu-es ~nd 11 -htce
An? mucie, went to Torelot,

"The sun eame dmz7zling throuch the ‘e=xvas,

And flaned voen the br--nan srexves
O dbols 51? Tanz~lot.

A rodecross knizht for-ver kn-~~1'c
To a lady in a3 shi-~12,

Th1t sparkled on the y~llow [1e17,
Banide remote 3halott.

"211 in the bLlu~ unclouderd weather
Thick=javell'd shone tin e2ddl>-1-ther,
The hslmet and tht helnaet Trather
Burn'’2 1ike o=~ bur-ing "lome fo_etinr,

Aa he rode Jown Lo “nmelot;
As often thro' the purpl~~ nicht,
Telow the starry 2lusters dbright,
Tome hearded meteor, trailing 1i,ht,

Moves over stlll Chalott.

"uig broad elear brow in sunl cat gloe'd;
On burn ch'd hhoves his wars-horce trodo;
“ypor, underneath his helmet flou'q
His corlsblack curls 33 on he rode,

"In the stormy ecast-wind straining,

The pele y~llow wWoodis were waning.'
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'The examples of contrast will be indic. ted in the same
way as those of gradations of shades and colora.
I, breath of fielda « the island o. Shalott
Ils gray walle » floweres
I1l. heavy barges trailed by slow horses « the shallop flitteth
sllken-sallied
Vi, surly village-churlie ~ red cloake of marxet <-irils
XVl. leaves upon her fallling light - nolses of the night
XVils chanted loudly - chanted lowly
calmness of nature before her falle storm after her fall
"I em half-sic. of sansdows" contrasted Ly the light in the
Gaeescription of oir Lancelot,

In the poem 18 perfect unlity. The Lwo cutetanding unities
here are t.ose vi sequence and of amembership. .i1he unity of
aequence in the poem 1s particularly notiseapls in the tercets,
the second part of the stanzas. 50 true 18 thls that were
the tercets placed liln order they would tell the story of the
Lady, her fall, and her deaths Tuere are o:aly three places
inithe poem where we need to depend on the quatraln for the
sense of the "ady's story. The first lnstance of tails is in
part two, stanza one, where mention 1is firat made of tne curse
intthe quatrain; the second in the next stanza, where mention
is8 first made of the mirrvor in the quatrainj and {'lnally, in

part three, stanze one, we first hear oif Lancelot in the

quatrain,
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¥hils the tersets grouped would not be without meaning,
we will note that th-vre 1s a unity of #equence ln the quatraine
es well, In part one, tho scene 1g 3iven to us In the first
yart of the stanzae; in pert two emphnsis in the quatrains
ia upon the 11fe that passes 'hrough the scene; in part three
the quatrains give us a pleture of Cir Lincelot, Lhe inmedlate
cause of the Lady's leavin: the 1sland; and in port four they
31v? us the progress of h~r journey to Camelot,

‘Th&r@ 19 unity too of membership in that the fir:t and
last parts of the poem concern themselver with <vents outside
the "=24y's enclosure, while pzrts two 2ni thres tre:t of life
as ghe gaw it from the anol9nure. All the events in these
last mentioned two partg are framed as 1. were, in her mirror
and are =, Joln~d in close unity, ‘

There is much evidence of the appearanéé of .erpanence
and quirtness in the poem which slves & sense of r~ypose that
Ruskin holds to be necessary to any work thaty clalms to poasess
besuty. ¥e will point ouy phrases and words giving the im-
pressions of permanenge and qulet-.ess 1n the order in which
t.~y appezr in the poem,

I« long fis1ds - 1lilles blow

11, &sJeno quiver e« little breezes dus' and shiver thro!
the wave that runs forever - gray walle and g-ay towers =
silent lale, .

IIT, willow veil'd - heavy barges = slow horses - shallop

skimming
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I b7 the moon the reso r weary « list~ning, whisrrre:

Vo weaveg by 0l ht and day - whiaper

vf, anadows

vzf. aablin: ped

V11X, allent nighte « ghadows.

“Jo DBlus unclouled wreilse « purple ni ht

xv.' the piver’s Aln s270n80 « tronces = glasay countonanes
X1, enowy whiteelooasly flew = falling licht « willowy hille
TVIl, souraful « holy

e 91 nd of “hallett and thsa Lady's 11P» on 1t glee
8 Asfinite aenge OF PAROeR,

Turity 1s expresssd partisalorly dn the deserip:ion of
~ir Langelot "or heres ahove all parts of thr noem in expresse
8 the ides of 11cht, |
I%, th~ sun cane dasrling - and Tlemed « ahleld that

| eparizlad on the yallow Tield
Xy Tmany bBridle 11tter’d e Dmnch 0 oL e - gollen
& Galaxy < & sichty ellver bugle
¥le Dlum unclouded weathep « taiok Jewell'd ochone <
dura'” 1ike one turning “lome e starry clusterns o
rataop, troilin: light
*3%, in sunlicht -lovw’@ « durnish'd « flash'd into the
orystal nirror

s ds-orioll-n of the lady, 1ying, r.bed in cnowy white,
gnreny rether €O Do 37abollo then to be expressive of light,
and is thermfome not listed above,
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Hoderation exists when there 4es » -ense of compl=tion in
the work done. This means that we .are not left with the sense
of anythlng having been overdone or underdéne, v Ji.covep
whether 1t exisis here we can &s8u vurseives i1 e:«ch purt of
the poew actually tLells what it seis out tu tell us, taat 1is,
Af it satisfactorily ulfills 1ts purt,

Part one contains iLhe deseri_tlion o7 the wwelllag ol the
Lady and its sarrounding. HMost of tue actlioa of Lue poem is
to take place 1lua these surrcunailngs wnile siysoery o.ivays enw
elrcles the Lady, It lé seeming.y Ior thls reauson thal the
description ﬁe have of the Lady's cwelling is uol as detalled
as that ol its surroubdings., ne ik.ow Of 4L only vust it s
& gray cuilding with some : iowersé, lncluulng i1llles,neairvy,

On the other hana, we nave & detziled acscrigllon o1 Lne country
immediately surrous.ing the lsiand, lhe rives lisel? ass
traffic for there ls mention of ovarges anu shallops. .he

trees 2long ite banks are wlllows and aspeas. Acvve Lne vanks
of the river, on both sides, stretcn great {lelds of ripe

barley end rye, extending so feor tuatl they meet tane nurizon.
Throush one of these ields is the road Lo cam~lot. .e are

told too th-t the river floya to Cameloty, anu we 8an infer

that in one part of the dlste&nce & gliupse may e Lau O 1te
many towers.

In tne second part of the poem we Learn u! the Ledy's

work and the causes for ner dissatisfaction., oShe is forbidden
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to look out upon the world, under pain of 2 curse, and sees
the world only throuch a mirror, She weaves into a gaywcol~
ored web the sights seen through the mirror, IAfter telling
ue this the poet lists, in a very short space, the soodly
number and diversified types of people passing by. ‘mong
these are village-churls, market girls, a troop of damsels,
an ibbot., a curly shepherd-lad, a page, knights, funeral
procession, and two lovera lately wed, And at the end of this
part Q@ are told that the Lady 1s sick of seeing the world
only through the mirror, Thie prepzres us somewhat for her
fall which 18 related in the next section,

In the third section we are introduced to the second
m&in character, 3ir Lancelot, No detzil of the description
of his person and equipment is omitted, Mention is made
particularly of the bright beauty of the equipment; and by
the recounting of the red-cross knicsht lneeling to the lady in
his shield, the suggesticn of the chivelry and romance of
knighthood ies given us, The colors in this section are the
brighter esolors, si:nifieant perhaps of romance, e are told
nothing concerning the Lady's thoughts on beholding ‘ir Lancele
ot, but we had been told immediately before he appeared that
she was "half-sick of shadows", and at the end of tné deseripe
tion of him we are tol: that she le’'t herweb and loom and walk-

ed across the room to gasze out upon the scene, The curse

fell immedistely.
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Tam legt papt of the prex Lolls us o° e leavin, the
dower, procuring s boat and goin 4own R0 G Alots Are we
dleeover nors o7 her attitule than fn any other o0 2 of the
poen, for sh~ lookm? down to Jamelot "like come oO)! seep
in & tronce, aecing 211 his own miachanse = wit: o glesay
asountenance”, And a:z she was dying we are ol -ast ahe
shanted "a ocarol, nouraful, holy", .i» very leat ctansa of
the posm ends with Lancelot's praver Cor hery, ©11 5O we fen:
that thouw i3 she adbandsned hepr former 1ife theli by her death
she nay hove m™asine’ what aspe had lost,

Yo bave ~ndeavorel L0 shoa thut the com;lc-ierrg- 0F ssgh
0F the parta, ~x 12inin, clearly soos d~T1 it~ po-t'on 37 the
story, gives moderation to the whole D en, .here seans 0
be only one thlng thst =i LL cause us L0 Quasiion Lhe noderse
tion of ke 427 0L . Lolotbe +® micut sek 1. the sysbolienm
of the posn Qors not leave the lady 83 an sisiractivn, e
agn explain the posa Ly saying that the wi.loper thet tells e
of the gurse thet will come 1f ste looks down to Tarelot le
bor aonso‘e -~y that the wed represents her acul, and the
pirror her syes, enl that '‘anselot himeel? reor-zenta romance,
Howswnp, ave: L1f v~ &0 expinl- 1t thus s great an azount of
syatoliar ia bound to glve slstrasction, snd aluirection in
turn say leave gome resders with & nense of incumvletensse,

‘@ believe, navertheless, the varfoup purte of the oexn
deing well developsd and the cymbolis- beln ndt Lo0 vague,
th ¢ tha “1a' 1 i-pression of the refider 16 ons 07 O lrimAnose
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in the poen,

The detailed analysis of the poem and the conclusion that
it possesses moderction shows us that 1ts suthor himself possess-
ed that moderatlion which givee to a work naturalness, simplicity,
harmony, and truth, There 1s nothing in the poem, although
it is most colorful, that makes for discord either in the
description of the scenes or characters,

Like every other artistic effect the pleasure derived
from poetry 1is dependent not upon some transcendental formula,
but upon the working out in harmony of a number of separate
and individually simple laws. Although Ruskin long ago pointed
this out, his theory has not yet come into its own. But as
in chemistry the most complicated product can be shown to be
composed by & particular econjunction of certaln of a definltely
1imited number of very simple substances under certain of a
very definitely llmltéd number of simple laws, 80 it is in
poetry, In poetry, the greatest is that whlch contains the

greatest of these conjunctions or effects,
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CHAPTER FOURTEEN

CONCLUSION

Having presented the ideas of Ruskin togetner with an
application of these ideas to the two literary forms of the
novel and the poem, 1t remains to judge how succeesfully these
ideas can be used 88 & measure of the beauty to be found in
these literary forms,

It will be helpful in making this judgement to consider
how many of the quallities that :uskin offers can be applied
to the novel and the poem, It is evident that Af it were
found that but one or two of the qualities of typiccl or vital
beauty alone could be applied that the system would not be
suf "iciently comprehensive,' Aotuslly it has besn demonstrate
ed that they are all applicable, Not all, inde~d, were applie-
cable to each of the novels, although in each novel 1t was
pointed out that the majority of the gqualities were found;
in the poem each of the gualities of typlcal beauty was moset
evidant,

In the three novels, Ihe Scariet Letter, The Return of
the Native, and ¥indswept, we have shown that the idea of infine~

ity 18 clearly marked. In each caae, the author obtains the
idea by the use of the suggestions of space, and by the use
of gradations and shades of colors, and finally through cone
trasts., In each novel too there 1s unity. In The Scarlet
Letter it 1s subj~ctlonal unity as it is in The Return of the
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Native. In ¥indswept there 1s both subjectional unity and
unity of origin. 'While the unity of membership has not been
specifically mentioned in each instance, it 1s evident in
the lack of any discord in the structure of the parts of the
novel,

The quality of repose exists in the three novels, but
is clearest in #indswept. It 18 clearer in this last-named
nowel, because the novel is one o setting and Miec Chase
has epent more effort on th~ development of typlcal beauty
than on the development of wvital beauty.

Moderstion, which we realize on applying it to d-finite
works is closely akin to unity of membership, and this quale
ity 18 present in all thre~ of the works, A4ny absence of 1t
will give a s~nse of incompletion in any work; and although
the geparate paerts of a work may contain beauty, the whole
will give the impression of & series of sketches rather than
of one completed work,

Purity is the quality that seeme most difficult to
attribute to any given work. This 18 due in greczt part to
Ruskin's own vagueness concerning it. As we have seen he
calls it energy and says that the best notions of it are ob-
tained through the idea of light. i~ points out very define
itely that by purity he does not mean sinlessness, not there-~
fore a moral purity but rather a material purity. Concerning

purity in this way it seems that it can exist where there 1s
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either infinity or repose,

In considering the vital beauty of the chsracters of the
novel, we found that Hester in The Scarlet Letier, Thomasin
and Diggory Venn in The Return of the Native, and Jan 1n
windswept were definite examples of it, Other characters,
a8 Arthur Dimmesdale and Clym Yeobrirht, possessed some of
the qualities of beasuty but they soc lacked others tnat could
not be clzssed as having vital beauty. Still other characters,
a8 Roger Chillingworth, Christain Cantle, and l'ustacia Vye,
posseased no vestige of beauty. iloger “hillincwortn posseas-
ed none of the qualities after he was overcome by the splrit
of revenge; Christian Cantle lost any claim to vital beauty
becsuse he was constantly obsessed by fear; and Etuetacla Vye
possess~d only physical beauty which lends 1llttle to vitel
beauty when a2ll other gualitles are wanting.

It was interesting to note that in indswept which
possesses much more reallsm according to ~uskin'e idea of it
gave us the least clear notions of vitel beauty, Reallsm
since it concerns itself wlth mennerisms glves us only a clear
picture of the exteriors of the persons treated but concerns
1¢gelf 1ittle with their thougnts and mctivee, and, in con-
sequence, prevents us from knowing them thorourhly. The
characters in the realistic novel become our acqualntances
but seldom our friendsj or, in other words, we never really

come to know them, They are almost llke the crratures of
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fancy that Quskin has mentioned,

Ihe Lady of Shalott possessed clearly all the qualities
of typica'! beauty; it possessed them, indeed, more clearly
thun any of the novels, This will be true of zll poems of
thls type as they depend for beauty almoet entirely on &atmose
phere,

fne fact that the qualities of beaut,y are all found in
tnis poem of Tennyson's and thai erch o7 them adds to its
total beauty 1ls due largely to the great care taken by the
author in the d-=velopment of the poem &nd the precise finish
that he gave to each part of it, 1t would seem from the
application of Ruskin's plan that ite complexity 1s not &
hindrancs to its use, It 1ls true that a complex plan de-
mands more time in the applying than does a simple one, but
its very compl~xity make the findings more detailed and complete.
Complexity would indeed te a hindrance 1f the purts of the
plan were not in thems~lves clear; but, in Ruskin's plan,
all is clear enough except as has be~n pointed out, the term,
purity.

Although it has been said that uskin's plan is well-
fitted to b~ used as & test of beauty in the novel, it would
be wrong to infer that any novel in which becuty could not be
found was by that fact worthless, This 1s true since beauty
18 not the only province of the novel, The purpose of the

novel rmay be the presentation or solution of a problem or it
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may be the psycholorical trestment of =z group of characiers,

It would be wrong to say therefore that a probles or psychologe
ical novel was unsuccessful because 1t contained 1it le or no
beauty. The real success of a novel depends on the fulfille
ment of the author's purpose in writin: the novel, It would

be wrong, for example, to say that Hawthorne f=1led in portray-
ing beauty in The Hcarlirt Letter becauss Roger “hillincworth

is utterly lacking beauty. There is no fault in Hawtiorne
because of loger, for he definitely sets out to portray .oger
as dbeing without beauty. The plan of Ruskin is valuable in
finding breauty when and where it does exist and in com-aring
the beauty of one novel with thot of anoua~r,

The situation -8 re_crds poetry 1= rathr cifferent for
as Poe says becuty 1s "the atmosphere and the es_ence of the
poem”, It is difficult to imagine that & poem possessing no
beauty coulc have any claim to success, Beauty 1ls the chief
province of poetry and when thle is forgotten we have only
the poetic form without any substance, It should b~ noted
that we have not s~id that there can be no ~vil charactere in
a beautiful poem, Father Callahan ssys of such ugliness in
poetry: "Not only physical but even intellectual cnd moral
ugliness may be introduced by the artist, but with sobriety
and precaution and in the interest of becuty itself; for
thruzh the powver of contrast the beautiful gcins new luster

when set a-~inst such a foil. Dante's hell and the Satan of
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Milton bear witness for ull time to the right and the m~thod
of the artist as re;~rds the introduction o suea reatures”, (1)

Eric Gill -t0lls us of th- necessity of knowin- a thing
and th~ laws governing 1it.before we jJjudge it, "A bad painte
ing ie on- whose palnter Las not known cl~:rly whut heo was
peinting -« has not seen clear in his imaginction or hus not
known the nature o7 paint - has not seen th~ thing zs a
painting.

"Or the nainter's will may fall him ~= he Lay noi .aeve
gared enough about 1t, ..

"Or given both kiowledge and 4ill, mere dexterity may be
wanting,

"But dextority is generally sufficlent wue: knowleodge
and will are adeguate,

"And people who are plersed with bad painting are like
bad painters,

‘gThey are ill-informed a8 t0 the nature of the {ihing.

"Gr their wills fxil them, &6 when a person saye: 'l
know it's silly, but I can't aelp liking it',

"And, even if 1t seens difficult to believe, 1t 1s true

that painting and sculptures and poems and music are governed

n. furniture

)

by the same laws and reasons as govern bulldin s
and sewing machines and hamters and hats,
"You must jirst know what a thing is before you can

1, L., Callahan, O.P. A Theoty of Esthetic, 93.
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judge 1t." (2)

And Ruskin 1s valuable because he does tell us how to
know whether something is beautiful or not = he t~lls ﬁs
where to look for the beauty; =ni he tells ue what -uzlities
inoreass beauty, NO merely human set of rules is perfect and
while it 1s possible to polnt out faults in Ruskin, =s we have, this
does not or should not cause us to hold his whole tneory in
disdain. The mind works in a surer manner when it orks
logicr1ly 2nd those who would ta.e away sucn & working system
as Ruskin's are taking away & logical system ol t-sting
p«auty. de should be wary of those advocatin. such a lack
of m~thod because there i1s striiking evidencs znbou: us in the
fields of rrligion, philosopny, econonics, and morcls of the
results that follow unsystematic procedure, Art nss too great
an Anflue~nce on the lives of men to let it snd its interpreta-
‘tion fall into the hands of those who:=:e ldeas of beauty are
hazyj beauty brings a joy into the lives of men that can be
supplied in no other way, & joy that is necessiry to men. And
this joy and pleasure is art's trus end. Tuskin's theory
taken as a norm for Jjudging beauty will surely bring a wider
knowledge of God's signature on Hle crection and by dolng this

80 lead men to the “riter of that si-nature,

2, Fric G111, Beauty lLooke After Yerself, 189,
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