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6. Tour of a German Artist, 201-204. Because the wings of the original had been
dispersed, this copy. as Passavant observed, alone gave the effect of the whole.

7. See National Gallery Catalogue by Martin David, Early Netherlandish School (2nd
ed., 1955), nos. 943, 1078, 1079. Other former Aders pictures in the National Gal-
lery include nos. 1081, 1082, 1083, 1084, 1085, 1087, and 1939.

8. The prints and drawings were sold at Fosters on 22 May 1833. There was an
exhibition of Aders paintings at the Suffolk Street Gallery in 1832, but this was
a prelude to their sale at Fosters on 1 August 1835. The third sale, at Christie’s
on 26 April 1839, was conducted for the Aders Trust under the aegis of Henry

Crabb Robinson.

9. One of many possibly significant details is that Blake’s most important paint-
ings on wood date from the mid-1820s and that many of the Aders’ Northern
primitive paintings, such as the three named above, were painted on wood. In
the advertisement for his exhibition of 1809 Blake had offered to paint “portable
Fresco” on ““Canvas or Wood, or any other portable thing” (p- 527), but the chief
works of the exhibition itself were on canvas. Richmond’s early paintings were

also on wood.

Inquiry into the Real and Imaginary
Obstructions to the Acquisition of the
Arts in England: The Comedy of the
English School of Painting

by Morris Eaves

i Th 1 .
dme:iis::)rfi?ce;l:ﬁ surprise always just under the serenely consoli-
ofthe very extra end?e -century Blake studies originate in our awareness
canon: there ar Ork "l]ary maneuvers required to get Blake into the literary
ﬂngle ot efs eletons in the 'closet and loose ends untied. Since the
to turn him ipnr:; (;und maneuver in the history of Blake's reputation was
literary standards P;);? b < l}'gﬂy through editing his illuminated books by
distortions invol oheglblhty' most of the omissions, suppressions, and
Ists. Th nvolve t e B[ak? who lived and died an artist in a circle of art-
. The editing project adjusted his practice to th .

Qnon, but it left his theori ot N needs of a literary
ment encou s es untogc.hed and unexplained. Blake's literary
NMm. Most, like v\r/a%(e V\l,lt erary critics to look for the literary theorist in
deal and d,eclar d. h. imsatt and Cleanth Brooks, gave it up as a bad
o8t promisin ed t zlxt Blake was anything but a literary theorist.! The
Pratedly cred'% Cleve opment came through Northrop Frye, who has re-
: ldmistak;}e: l%lake fqr teaching him literary theory, but no one
was theint :’lye s theongs for Blake’s. What really cranked Frye's en-
v ght—here 613 ectual exeftlon r?quired to transform a stratum of Blake’s
. would avoid saying theory —into the basis of a literary

n,utl curi .
ke as :n(;uglfyt'htheproce‘ss of sta}blllzing the institutional definition of
. e six major English romantic poets seems to have lib-
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erated the academic energies necessary to retrieve Blake and artist, in-
cluding Blake the art theorist. Hence the most recent efforts to under-
stand Blake's theories have indeed been inspired by the thought that they
are primarily about visual art not poetry, and that they derive from an
eighteenth-century discourse in the visual arts not poetry. (Of course I
am omitting important qualifications.) But because the historians of En-
glisharthave shown little inclination to come to a broad and sophisticated
understanding of that discourse, a lot of groundwork still needs to be

done.

In The Political Theory of Painting from Reynolds to Hazlitt, one of the very
few able studies of this group of writings, John Barrell has shown how
the so-called discourse of civic humanism, or “republican’ theory, as de-
rived from the work of historian J. G. A. Pocock, organizes the politics of
eighteenth-century art theory at one level. While [ revere Barrell’s
analysis of the political stratum of these writings, I would also want to
remind us of the plain fact that these eighteenth-century writers aboutart
do not present their theories as theories of republican government. That
is, Barrell successfully extracts civic-humanist discourse from Jonathan
Richardson, Joshua Reynolds, James Barry, and Henry Fuseli—less suc-
cessfully from Blake?—as if he were mining gold. But as geologists, we
want to understand not just the gold but the formations it comes from.
To put it another way, any “one” discourse is always and necessarily
many discourses intersecting in a complex hierarchical arrangement. Bar-
rell helps us see amajor intersection, but the narrow angle of civichuman-
ism does not permit the panoramic view we need of the traffic pattern.
I name the traffic pattern English-school discourse, after the lingering
crisis that occasioned one of these theoretical forays after another. Con-
fronting the conspicuous failure to establish an English school of painting
that. could compete successfully with the Continental schools, writers
groped for explanations and solutions. They created narratives about the
past to explain both the present crisis in England and the successes of
other schools elsewhere, and about the future to envision a prosperous
English school. We can examine these narratives from various angles by
relabeling the crisis: in a political crisis the critical factors may emerge in
the narratives of civic humanism; in a technical or a commercial crisis, the
key narratives are likely tobe different. And all of these, as well as others,
offer a view of the whole, by which painting can be narrated as an integral
episode in political discourse, an educational or commercial or philosoph-
ical discourse, each of which also intersects with the others.
But there is another way of achieving a panoramic view. Because syntax
and narrative are achieved simultaneously, thereis a literary element in
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all discourse. Perhaps this is merely analogous to what we hear about
- f)ther cultural categories: as every discourse has a politics or an econom-
ics, so every discourse has a literature. Without jumping to the claim that
pterary discourse is metadiscourse, [ would want to suggest that it is an
mterfil§cursive discourse, one that readily structures other discourses by
Provxdmg a dynamic narrative pattern capable not only of accommodat-
ing many smaller patterns but also of limiting the forms those intersectin
Pattems can take and the levels of importance they can assume. Acceptg-
-..ing help freely from mythminded literary theorists and historians like
o Nf)tthrop Frye and Hayden White, I want to profile the literary discourse
tha.t I. suppose organizes the body of writings on the English school of
".2.. painting in the eighteenth and early nineteenth centuries. I apologize in
- advance for having severely curtailed the documentation for fear that fre-

- quent quoting from primary sources in so short a piece might only over-
. shadow the bare outlines [ want to trace.

~.2,- An English School for Scandal

. Th.e typlFal argument for the English school is broadly economic in mo-
- tivation, historical in form, and prospective or open in vantage. The ob-
ject of the argument is to construct a diagnostic and prognostic narrative
that grants English art an honorable place in European art history. The
. most m.ﬂuential versions of that narrative have four leading feature; the
- first pair of which give meaning to the second. In the first pair, an a'rgu-
ment by analogy is driven by a principle of improvement that is transfer-
» able across historical periods and across cultures. In the second, a list of
i obstru@sms is supplemented by a list of counter-measures. The two pairs
dovetail in a single prospective history: when the obstructions are re-
-~ moved and the counter-measures implemented, the principle of im-
. provement will be able to operate freely, and the heretofore partial anal-
ogies will emerge in increasingly comprehensive forms.
- Al.thoggh, as th.e decades pass, stakes deepen, issues complicate, and
- :nsp;caho};\s T\ulhplx, the favorite arguments continue to be analogical.
oﬂen,es;: x:ig ;nd, w1th. X usually.being ancient Greece, whose grace is
the oo ent e sequen.ha.lly to ancient Rome and Renaissance Italy: “‘that
= present age may vie in Arts with that of Leo the Tenth; and that the
- Aignity of the dying Art (to make use of an expression of Pliny) may be re-

‘Vived under the Reign of GEORGE THE THIRD."”? That historical se-
xlllllence is tbe.product rather than the origin of a more profound idea, that
all past artistic success had manifested a fundamental evolutionary' pat-

tl;l(\). T}}e pattern, a gradurxal development based on the cumulative acqui-
. n .o' concepts and skills, arrives in many alternative and overlapping
Jorms: institutional (the spread of academic education), historical (the
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Vasari canon as narrated in the Lives),* theoretical (De Pi.les’s _bc.xlance'de
la peinture), practical (the program of technical eclecticism identified with
the Carracci),” and far too many more to represent fully here. Most so-
jutions to the problems of the English fine arts propqsed before and dur-
ing Blake's lifetime depend fundamentally on the cyclical analogy ar‘ld the
principle of improvement, The founding of the Royal Academy in th.e
1760s is exemplary. On the whole it was promoted as the modern insti-
tutionalized recreation of a system of progressive acquisition that had ex-
isted in some sense in Athens, Rome, Florence, or Venice. As Reynolds
says, “Raffaelle, itis true, had not the advantage of sh%dymg.m an Acad-
emy; but all Rome, and the works of Michael Angelo in partlcular, 'were
to him an Academy.”® The R.A. would attempt to inFrease the efficiency
of development by institutionalizing the very principle of development
deduced from the art history of earlier periods.

These were, however, only the uplifting forms of unrealized hqpe and
possibility, while the debate was conducted in the ominous rhetoric of na-
tional disaster: “'The present moment is considered by artlst;c, as teeming
with the crisis . . . of the destiny of their Art in England.”” A string of
highly visible practical failures in the present maxfle i't easy to spot the iro-
nies, not to say mockeries, in the theoretical optimism abqut the futu.re.
Knowledge of patterns of development, after all, can be either cheering
or depressing depending on one’s position. Ata conf'ere:nce on the pros-
pects of economic development in the Third World, 1n51der's, those whp
feel that the pattern already applies to them, may emphasize precondi-
tions that outsiders cannot meet; outsiders may emphasize the transfgr-
ability of the pattern itself. In arguments about the development (?f art his-
tory, eighteenth-century Continental writers tend to behave as insiders.
Consolidating and defending, they assure themselves tha‘t they are cor-
rect by rediscovering the pattern of artistic improvement in classical art
and in their own. Negatively, they discover that wherever great art 1s
missing, as in England, the pattern of improvement has been blockefi. lln
this respect, the English artists end up in the position of Montgsqmeu 5
Indians: It has been discovered that the savages of America are immune
to discipline, incorrigible, and incapable of any enlightenment or if\struf-
tion. Indeed, trying to teach them something, trying to bengl their brain
fibres, is like trying to make totally crippled people walk.” ' .

But still, the pattern of improvement itself makes the underlying b.ms
toward nurture over nature compelling enough to encourage English
writers, behaving as outsiders at the periphery of an inner circle, to trans-
fer it to their own situation. In this respect, Montesquieu’s vast devotion

" to the efficacy of “‘education. . . . We find it among civilized peoples -
becomes the solution to the problem posed by his own raisons naturelles.
English writers do not deny that England’s artistic develoPment t.\as_ been
obstructed, but they give themselves grounds for optimism by insisting
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" that the development, the progress, is natural and the obstruction unnat-
~ural. Once the real Obstructions to the Acquisition of the Arts, as Barry sig-
" pificantly put it,'* are removed, the stream of progress will begin to flow.

In Valentine Green’s happy interpretation of artistic cycles, English
*painting becomes “the last offspring of a parent that had filled the world
with the renown of all her other progeny.”!! Green’s apparently inciden-

tal resort to the social metaphors of parent and progeny is in fact a clue

~ to the mythical form of English-school discourse, which is primarily

- comic throughout the period. 12 This comedy is seldom pure or exclusive.

" Whenever a promising savior comes along to focus the action, the com-

edy opens itself for a time to elements of romance. When failure mocks

_even the best efforts of the best actors, darker ironic elements emerge. But

" "the mood of comic optimism prevails, and the forwardlooking action al-

- ways returns to it for the motivation to nourish new strategies conceived
in hope.

The action of comedy focuses on two areas of relationship, the relation

L of the hero and heroine to one another and the relation of the hero/

heroine pair to some more extensive social organization. Each relation-
ship indexes the other: the relation of hero to heroine tells us something
~ about the larger society, and the nature of the society predicts the rela-
tionship between hero and heroine. Green'’s metaphor is characteristic of
the plot in which it is embedded insofar as the comedy of the English
school is typically a comedy of inheritance that moves (prospectively)
from a state of social alienation to one of integration. English art awaits
the day when the truth about its family connections will be discovered
and it will be restored to its rightful place among the acknowledged true
. heirs of European art. When the social dimension is at its most explicit,
.. English art may seek openly to prove that it belongs in the ruling class.
- With this class-based orientation, the action seeks to install the polite arts
in the polite classes. Before their liberation, the arts may be figured as la-
~ dies and gentlemen forced to consort with their rough-and-tumble infe-
. tiors while enduring the rigors of the marketplace: “Itisa mistake unwor-
o thy of an enlightened government,” says Martin Archer Shee, “to
<+ conceive that the arts, left to the influence of ordinary events, . . . to fight
* and scramble in the rude and revolting contest of coarser occupations, can
- ever arrive at the perfection which contributes so materially to the per-
manent glory of a state.””13 Whatever form it takes, the moment of dis-
covery characteristic of comedy will occur when England recognizes its
painters for who they are. The expected movement in comedy from one
society, or state of society, to another appears in the prospect of an En-
glish society rising to a plane level with the great European cultures of
the past after it has finally incorporated its artists into the social fabric.
Foreign writers who gave reasons for believing that a successful En-
glish school of painting would be an unnatural development, especially
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the *‘pious priests” Montesquieu, Dubos, and Winckelm'am.\, often focus
the adversarial side of the plot. They become t.he stocl.< villains V\t'ltt’)li\ave
spread “the monstrous doctrines of ‘British 1r.\c§pac1ty for arts’, .the
nasty rumor that England does notand cannot lie in tbe true line of artistic
genius. Since their malevolent voices are seldom d.lstmgulshed ffom each
other with any rigor, they may be regardec.i as a kind of composite block-
ing figure, the comic character whose role is to obstruct t!le union of hero
and heroine. The hero and heroine are, of course, If.nghsh painters and
the muse of painting, and, on the larger scale, the painters and. their pgb-
lic. In a related double movement the plot operates to unite painters with
their muse and their public. Among the painters them'se.lves, where t'he
question is which kind of painting will produce the de.sued union }Nlth
the public, there is competition for the role of hero. Du’rm.g years of ﬁe'rce
sibling rivalry, Reynolds successfully countered Barry’s fierce aggres(s;orn
by playing the well-established part of the s'u§cessful and condescending
older brother, while to Barry fell the more difficult underdog role of angry
youth. . etad
On the other side of the plot, among the blocking figures, .the obstacle
that the slanderous Continental critics create is quite tl'}e ordmal.'y one of
an erroneous family connection for the hero. England is thus mischarac-
terized as a commercial nation, a nation of shopkeepers too cold and
calculating—and on a social scale, too lo.w—for a warm, egmtable x:ela-
tionship with painting, causing the Engl_lsh pu.bhc to turn its attentions
to foreign suitors. The set of principles w.m?h wh'xch Continental critics bar
English painters from the family of artistic nations serves as the severe,
absurd law that often lends spurious legitimacy to the 'efforts 'of the block-
ing figures to keep the hero and heroine apart. The pious p.nests,.whose
association with religious taboos is not incidental to their comic fole,
present their principles as immutable laws of nature. -En.ghsh writers
characterize them as nothing more than shallow rahor.xahzatlonsf that vall
finally be exposed asillusion when facgd w%th the re{allty of English pallcrllt-
ing. As in comedy generally, illusion is ahgped w.mth the paternal older
set, the rulemaking Montesquieus, and reality w1.th t}'}e younger charahC-
ters, the upstart English painters from a “new nation. For their part, the
painters and their allies actively oppose the blocking figures, l§ux}chmg
the inventive counterstratagems that will bring Englan_d ar}d painting to-
gether and, by extension, reestablish the broken farm_ly !me. _ f
Comedy, thus construed, provided the structure w1t.hm w}‘ulch refor-
mulations, answerable to the shifting fortunes of En.ghsh painters ov;r
several decades, occurred. Let us see how a few significant variations l(;
into the more extensive comic pattern. Before the 1790s England an
painting are regarded as a potentially good matf:h tha.t .has, for van(:llis)
reasons (foreign competition, religious reformation, civil war), kept the
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- couple ignorant of one another’s best qualities. The problem of the En-

<z glish schoolis often seen by English writers during this period, then, not

*  as natural incompetence but as social backwardness, and the solution as

amatter of catching up to one’s natural peers through education —nature

supplemented by nurture. The education is to come from a range of

sources, most of them recommended on analogy with Continental prac-

. tice, as the Royal Academy is founded on the promise that it would do

- for English artists what the well-established Continental academies were

doing for artists in other countries. It is entirely coherent with the comic

.0 premise that guidance should come from the Continent, that is, from the

- social group in which membership is sought. Detractors characterize the
Academy as an institutional barrier to progress, at worst a front, a whited

- sepulcher erected by the opposition under the name but only the name
I of encouragement. It is within such a narrative. that Robert Strange
- blames the Academy for having “given a fatal check to the progress . . .

- of engraving.”'"®

This development comes as no surprise, the role of disguise and hy-

. pocrisy in comedy being well known. For Blake after a point, for Barry
- at times, and for many other writers on the subject now and then, this
counterplot of hypocrisy —the enemy within—became especially impor-
tant. In terms of the comic structure we may regard it as the form that

the blocking forces assume as they approach maximum coherence. To put

it another way, the more coherent the activity of the blocking characters

. is thought to be, the more prominent the conspiratorial element in the

< plot becomes. And it is considerably more pervasive, in any case, than
_ is generally allowed by those who regard it as a special paranoia reserved
for the likes of Barry and Blake, who are in fact only two of many who
see something more than coincidence in the misfortunes of English art.
- Though the conspiracy plot is a longlived element of the discourse, its
- form changes. The earliest variation with which [ am acquainted appears
- as a development of the foreign-artist theme. Hogarth is not the first but
certainly the most influential exponent of the view that foreign art and
artists were a key to the English artist’s dilemma. If they are regarded as
simple competitors for the attentions of the public, then they are rela-
tively weak blocking characters who can be eliminated by educating the
English audience out of its ignorance and fickleness. They are more for-
midable, however, when they appear, as they usually do, in joint con-
Spiratorial ventures with English agents. After 1800 the importance of for-
eign artists to the conspiracy theme decreases sharply, but the theme
itself remains strong, as we can hear in the frequent references of later

writers to cliques, cabals, cunning men, and secret machinations.

* The later writers are at least as likely as the earlier to locate the roots
of neglect—“various talents inadequately exerted, and genius stooping
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i the “unprecedented depr
ment. In 1828 J. T. Smith blames i '
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i " lishers.””” In an .
dermine the “respectable pub : ( N as
i i “ is still the free gift of the pcople;
writes that, while naturally “fame is st o P ctore
i 's ti it wi tinue to be so,” “false 1ns
n Hogarth’s time, and it will con inu -
:cr)\cll ”mogck patrons"18 concoct an artificial economy of s'.:pgg\ a:\c;rizt
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of the plot. In this case the patron begins life as a blocking figure (Frye’s
alazon), but if the real obstruction is not the patron but the patron’s ig-
- norance of art, the blocking figure can function as a mediator when the
<7 ignorance is eliminated. Presumably the rest of the public will then fall
_like dominoes. Under great-man patronage, the greatest man is of course
.. “the king, and he is regularly called upon to provide the missing encour-
- = agement to the painters: to acknowledge them as real sons, as it were,
. gnd thus to establish their legitimacy through his. Though painters never
weease appealing to this symbolic representative of the legitimate public,
-the English monarch is pretty consistently disappointing, if more repre-
ntative of the public in that respect than painters sometimes wanted to
 think. The disappointment, in any event, produces innovation, as when
“the painters as a social group make organized appeals to potential insti-
‘tutional patrons such as the church, instead of the more respectable and
traditional appeal, at least as eighteenth-century painters preferred to
think, in the other direction. N
"7 The failure of traditional patronage moves English hopes to a second
-+ kind of patron who promises to open what Josiah Wedgwood (another
variation on the type) called the merchant's “lines, channels &
connections”’®® between artists and public. In romantic transactions the
- matchmaker, in commercial transactions the middleman, the type of the
~go-between is well exemplified by “Alderman” John Boydell, the
" speculator—engraver, printseller, publisher—who launched the vastly
ambitious Shakespeare Gallery project in the mid-1780s. In literary struc-
ture the Boydell era is an inverted comedy that begins with a feast and
ends with a lottery. The feast is a Royal Academy dinner in 1789 where
" the Prince, reading a toast authored by Edmund Burke and approved by
. Joshua Reynolds, labels Boydell “the commercial Maecenas,” a particu-
- larly English sort of patron, Burke said, “‘who patronizes the art better
than the Grand Monarque of France.””*! Boydell offered patronage from
~'a new source, commerce. His clever way around the potent anti-
: . commercial themes in the old discourse was to translate his private
~-. project into the old public terms, by which the Shakespeare Gallery be-
- comes not a commercial speculation but an institutional supplement to
- the Royal Academy. As a patron Boydell construes himself, and others
. often construe him, not as a private entrepreneur but as a public bene-
factor opening a public channel of communication. According to Boydell
~and later mythologizers, the death of the Shakespeare Gallery was thus
\ national public humiliation brought on by the “Vandalic [French]
Revolution.”?
After Boydell died and the stock and the premises were sold off in 1805
lottery, a parody of commerce, commentators reverted to an earlier
anti-commercial language—by which painting and engraving produced
fpr. the market were identified, to their detriment, with manufactured




—

134 THE HUNTINGTON LIBRARY QUARTERLY

commodities—and renewed the appeal foE sta)t(eolrn‘t-‘e()r:iin)a%n,T(;f;e:n:K
ith Italian or French patronage, Leo .

Z;;l?\% Vl;/el:tcl(‘)me more compelling because }England had }'te’cently pr;)lv;eoi
that it was the true heir of great mcrlo;kil em;:;:e; o](l;hax; CI)JEI‘E tfe%r:ﬁc;; Lfor
i i ument modeled on the , >
ili: lrgfgrr;?ils?\a:{?)ln?g: described in 2 letter to the True Briton in 1§O_O— In
thrg, midst, British valour triumphantly bearing down all ?F;,‘P%S;h:,r},’z?i
companied by humanity, . . - ready to succour the vanguls teh f(; r.more
and revived by Prince Hoare in 1806, b.elopgs ?\ere, as (;\e.sh e ax more
significant founding of the British Inst‘ltut'lon.m 1805‘, \;/ ic mnt forythe
of Trafalgar promised (and deliverfad) msnt.uhonal reinforceme ¢ for the
program of the Royal Academy tht} a notu':eably stronger ;mp hass on
British nationalism.** Rhetoric associated with the supposed ana gzﬁon
tween imperial and artistic pretensions tends to develop So}Tefv&Z tion
of the we-put—men—on-the-moon argument. An(?ther b}'anc o the new
nationalism was the revisionist history of art being written (mR i erent
ways) by Hazlitt and Cunningham, with the effect of demoting they olds
and promoting Hogarth. While the'zse develo?ments narrow ' :eace(r-
scope of the discourse from international to national, we may xtio alre acer
tain expansion insofar as various, Rerhaps desperatc:{1 latterml) snd arﬁsﬁ%
made to integrate the polite arts with more success solila a'l_ta sstc
institutions —earlier the church and the poets, late.:r the mili vraytions
search of a workable match. In thg comedy of mhgntancz mnc;\ ations
in the discourse after the Boydell fallgre revise t.he lmeageltd rotligd'ﬁon h
the inheritance will come. The historical analogies of the ol ertra 110 -
Greece, Rome, Renaissance Italy —are treated more strictly afs ;nans%\ ";
as the genius of Greek art was to the Greeks, so the genu;‘s o ngcan S‘a
should be to the English. Leaning on the arboreal metapl or, wguro e“);
that the English are no longer treated as a branch of a larger hisfo‘
family but as a separate but equal tree whose roots are in c;t; olv;n Whrey[;

The strongest negative form of the patron is envisioned by :alrr);ha ¥
he tries to communicate the insight that patrf)nage.had. i\c';uz; y.on ;:nd
the history of art: “‘this busli‘ness of pat(riotr;ag: }:: :(;)ulzlig(i v::jt thc; tulsnd g ,n“ n
delusion of the most mischievous and trea d, A

wish that some man . . . would, for the Pubhc benefit, ‘

:lr\‘iise ;tllbyject inits full extent . . . He would meet with nl\a(titer offtot\:nrgsst
invidious, malignant kind, and yet so artfully concealed, ion oun aP:
and so politically enveloped, with the very reverse fm:ii. mos ‘amtin N
pearances, as would require the utmost effort Of.h.lS 1s;nr?1r:t inga“ s
and penetration, before he could strip and drag it into the lig o ol
native deformity.””? Barry personifies patronage in xt; consp

form as a comic hypocrite to be unmasked and expellef .d octive g0

Finally, at the opposite extreme from all attempts to fm e ea v
betweens are the attempts to eliminate the structures of patronag
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~ gether by making artists their own eirons. The arguments against patron-
. age are of course already available in the arguments against excessive
- dependence upon bad patrons, which in form are much like the equally
- available arguments against commerce. In painting and printmaking,
<. _where the traditions and the patterns of self-employment are strong,
independence —self-publication and self-promotion—was always an
available remedy, represented in the discourse by the voices of Hogarth,
Barry, and Blake, at least.
The major difference between most stage comedy and the “comedy”
of English-school discourse is in the purpose, as revealed in the propor-
7 tion of, say, entertainment to edification. We often hear about the social
"“ nature of comedy, and the tradition of taking advantage of the opportu-
nities that comedy offers for social criticism must go back at least to Aris-
“  tophanes. Social criticism may even have special affinities with comedy,
" or, if that seems too broad, then with the kind of comedy that presents
- alternative views of society for adjudication—Frye describes the resem-
- blance between the rhetoric of jurisprudence and the rhetoric of
- comedy**—while favoring change and ridiculing the status quo. English-
- school discourse is not literary comedy, however, and, though it may be
*.- highly edifying, it is entertaining only in rare moments of high scurrility.
From the literary point of view it is, rather, comedy turned inside out:
pragmatic social criticism that is historical in subject and comic in archi-
tecture. While in stage comedy the nature of the reformed society may
. beonly vaguely hinted at in a final scene, the historico-comic bias of the
" English-school discourse allows it to be considerably more explicit than
;" most stage comedies about the nature of the reformed society that the
comic action makes possible. Thus a discourse as extensive and as public
~7in its purposes as the one we have been studying is more likely to ap-
_proach what Frye calls “’the total mythos of comedy, only a small part of
which is ordinarily presented.”?” The ABA’ form of the mythos emerges
“naturally from the system of historical analogy that is fundamental to the
“discourse. What will English society look like once an English school of
. painting has established itself? Like ancient Greece, Renaissance Italy,
_nd so on, the discourse answers. In the ternary structure, A is thus some
model society drawn from the historical analogy, B the sterile English
counter-society that cannot generate a school of painting, and A’ the new
society, or new form of an old society, that England promises to become.
As for the latter, I should repeat that a salient feature of the discourse is
ts orientation to the future. The plot is thus less open than prospective,
forever projecting but never experiencing its own resolution.

tscript: Blake

_,_Blake's ideas about art, and many of his ideas about literature as well,
profoundly indebted to this discourse. The ideas are not, as they have
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often been supposed to be, private. They have an internal co'h:\renkc‘e, llau;
they also share the coherence of the discourse on.the English schoo '1(")
painting as it had evolved over the course of thg eighteenth cen‘tjuxgl. tho’
put it simply, Blake can annotate Reynolds’s Discourses beFause 0 " e
discourses and his annotations belong to the larger English-school dis-
rse.
cot\/hile these generalizations account for the norm, they leawledout of ac-
count the question of Blake’s difference from the norm. I wou pr(‘)posef
that much of the difference can be attributed to Blake's mtroductloln. 0
a secondary discourse, Christian, into the primary one. ng resu :r;g
change is registered clearly in such key components of thehlsc;olulrlf3 n(:
the history of art that it reports. For more than a century the ¢ ad t.g ,
had been to narrate a history of artin general capable of accon'\mcc)l ating
the history of Englishartin particular—at lez.ast as a coherent episo f, l[;er:
haps even as the climactic phase, of the hlstc?r){ of art. Blake’s rete 1fnb
of the more extensive history incorporates Christian elements, drawn, tor
example, from biblical narrative, in such a way as to reformulatel:he cton
ditions under which English art had failed to tl?r}ve (and almos.t all wri elrs
agreed that it had indeed failed) and the conditions under which 1t'tc‘:ou ‘
expect future success. Blake’s Christian history pf art qffers new cri txgu:z.b
of the old topoi in the English-school discourse }ncludmg, amor:jg (:h 60[::
the training of artists, the role of patrons, the history of England, the
ligations of the audience. But that is unfortunately another story.

University of Rochester
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Book Review

"< AnIsland in the Moon

- by William Blake. , , o

-+.. A Facsimile of the Manuscri ; o

i : . pt Introduced, Transcribed, and A

by chhael Phillips, with a Preface by Haven O'More. and Annotated
. Cambridge, England: Cambridge University Pressin Association with the

-7 Institute of Traditional Science, 1987. 118 5
e ol T . pages. Illus. £75 (about $135).

- D'um'\g the last thirty-five years, the William Blake Trustand a few other
mshtuhons.and individuals sharing its interests have produced a number
7 of fine facsimiles of Blake’s beautiful illuminated books. More recently
2= scholars .and publishers have turned to reproducing Blake’s few exta;'l;
- manuscripts and even his book annotations, such as those in the copies
ke of J.C. Lavafter’s Aphorisms (1788) and R. Watson’s Apology for the Bible
s (1797) now in the Huntington Library. In 1979, Brombergs of Uppsala
s published a Swedish translation of Blake’s An Island in the Moon contgﬁﬁn
a much.-redfxc-ed, but reasonably legible, reproduction of the manuscripgt
A in the, AFxtzwﬂham Museum, Cambridge. The present volume has as its rai-
o sonB ld leitre a full-size facsimile of this same work.
ake 'wrote his brief comic drama, a combination
B rand Lumar}ic satire, in about 1785 when he was twer(\)tfyigrr:na rykeeatria:l:;
= and only six years after his release from apprenticeship to the engraver
{;mes Basire. An Island in the Moon takes its comedic and social milieg from
: frae London conversaziones in which Blake participated. The theatrical
-fragment —the manuscript lacks at least two leaves in the middle—has

-long been read as a roman a clef, with such important contem oraries a

‘ ,}gl;\x;aflixtnar‘x, !oseph Priestley, and Thomas Tfylor providing fhe mo«iel:

.;éboma e’s nd.lculously namec? characters who talk at cross-purposes

o .everythu"ng from syncretic mythology to ladies’ fashions. For the
orian and biographer, An Island offers valuable insights into Blake’s




