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In "Seven Discourses on Art," Sir Joshua Reynolds presents a profound exploration of artistic principles, merging his practical experiences as a painter with theoretical insights. Written in the mid-18th century, these discourses articulate Reynolds' vision of the artist as a moral and intellectual figure, emphasizing the significance of classical tradition and the necessity of observation in the pursuit of beauty. His eloquent prose balances both accessible rhetoric and scholarly depth, marking this work as a cornerstone in art criticism and aesthetics that shaped the trajectory of British painting. Sir Joshua Reynolds, a pivotal figure in the Royal Academy and a leading portrait painter of his time, draws upon his extensive artistic career to inform his discourses. His background in the turbulent art world of the 18th century'—a period ripe with the influence of the Grand Tour and the complexities of promoting fine art'—further enhances the depth of his arguments. Reynolds' commitment to articulating a coherent philosophy of art showcases not only his artistic genius but also his dedication to elevating the status of painting within the cultural hierarchy. This book is highly recommended for artists, art historians, and enthusiasts alike, as it offers a foundational understanding of art theory that remains relevant today. Reynolds's insights into the nature of creativity and the role of the artist provide invaluable guidance for both practicing artists and those interested in the broader discussions surrounding visual culture. In this enriched edition, we have carefully created added value for your reading experience: - A succinct Introduction situates the work's timeless appeal and themes. - The Synopsis outlines the central plot, highlighting key developments without spoiling critical twists. - A detailed Historical Context immerses you in the era's events and influences that shaped the writing. - An Author Biography reveals milestones in the author's life, illuminating the personal insights behind the text. - A thorough Analysis dissects symbols, motifs, and character arcs to unearth underlying meanings. - Reflection questions prompt you to engage personally with the work's messages, connecting them to modern life. - Hand‐picked Memorable Quotes shine a spotlight on moments of literary brilliance. - Interactive footnotes clarify unusual references, historical allusions, and archaic phrases for an effortless, more informed read.
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In 'What Is Art? & Wherein Is Truth in Art?', Leo Tolstoy embarks on a profound exploration of aesthetics, challenging conventional definitions of art and its intrinsic value. This rich philosophical discourse blends personal reflection with moral imperatives, culminating in a vision of art that transcends mere beauty to embrace a deeper ethical truth. Tolstoy's literary style is marked by clarity and simplicity, echoing his belief that true art should be accessible to all. Contextually, this work arises from his disillusionment with the art of his time, questioning the societal functions of artistic expression and the artist's moral responsibility. Tolstoy, a titan of literature, drew upon his own tumultuous experiences, including his spiritual crisis and commitment to social justice, to inform his meditations on art. His legacy as a novelist and philosopher is intricately woven into his writings, as he sought to reconcile beauty with ethics, championing art that unites humanity in shared feelings and truths. This quest for understanding reflects his broader existential inquiries, making his insights particularly poignant. This indispensable treatise is recommended for anyone intrigued by the philosophical dimensions of art. It invites readers to reconsider their relationship with artistic expression and the values it embodies, offering a transformative perspective that resonates beyond the confines of its time.
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Excellent Women, a seminal work in the canon of 20th-century British literature, artfully intertwines elements of social commentary and character study within its narrative. Set in the post-World War II era, the novel delves into the lives of women navigating a patriarchal society, exploring themes of independence, societal expectation, and personal identity. Written in a sharp, observational style characteristic of its literary context, the book juxtaposes the mundane with the profound, often using wit and irony to critique the status quo. The protagonist, Millicent, embodies the tensions of 'excellent women''Äîthose who excel in their roles yet grapple with their own desires for fulfillment beyond domestic spheres. Authored by Barbara Pym, a notable figure in English literature, Excellent Women reflects her own experiences and observations as a single woman in a male-dominated literary world. Pym'Äôs keen insights were shaped by her extensive academic background, particularly her studies in anthropology, which equipped her with a profound understanding of human relationships. Throughout her life, Pym drew inspiration from her encounters with various social circles, infusing her narrative with authenticity and depth. This novel is highly recommended for those seeking to explore the complexities of gender roles and societal standards in mid-20th century Britain. Pym'Äôs deft characterizations and subtle humor invite readers to reflect on the nuances of everyday life, making Excellent Women a compelling read for scholars and casual readers alike.
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In 'The Man in the Queue,' Josephine Tey introduces readers to a compelling mystery imbued with rich characterization and an exploration of societal norms in early 20th-century England. The narrative unfolds when a man is murdered in a queue outside a theater, thrusting Inspector Alan Grant into a labyrinthine investigation where the public's perceptions and prejudices become critical to solving the crime. Tey's skilled use of dialogue and vivid descriptions paints a lively backdrop, while her innovative plotting invites readers to grapple with themes of justice and morality, establishing this work as a trailblazer in the detective fiction genre. Josephine Tey, a prominent figure in the crime literature sphere, was known for her keen psychological insight and ability to weave historical context into her narratives. Her background as an accomplished playwright undoubtedly contributed to her narrative flair, while her personal experiences with social dynamics would have sharpened her understanding of human behavior. 'The Man in the Queue' showcases her ability to comment on the intricate web of social interactions, revealing the interplay between individual motives and collective assumptions. This novel is recommended for readers who appreciate intricate plots laced with social commentary and character depth. Tey's debut not only engages with suspenseful storytelling but also provides a fascinating lens through which to examine societal constructs of her era. A must-read for mystery aficionados and scholars of literature alike.
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In "A Writer's Diary," Virginia Woolf presents a rich tapestry of her reflections on the writing process, weaving together personal insights and literary musings that illuminate the struggles and joys of the creative endeavor. Written with her characteristic stream-of-consciousness style, this collection showcases Woolf's profound understanding of the artistic psyche and the intricacies of literary craftsmanship. Set against the backdrop of early 20th-century modernism, the diary entries reveal Woolf's engagement with contemporary thought, as she grapples with themes of identity, gender, and the complexities of narrative form. Virginia Woolf, a central figure in modernist literature, was not only an accomplished novelist but also a keen observer of her own creative journey. The diary entries span a period of significant literary evolution, offering readers a glimpse into the mind of a writer who sought to challenge societal norms and elevate the voice of women in literature. Her own struggles with mental health and the constraints of her time shaped her perspectives, providing depth to her reflections on both the art of writing and its implications for personal and societal truth. "A Writer's Diary" is an essential read for anyone interested in the mechanics of writing and the inner workings of a literary genius. Woolf's poignant observations resonate with both aspiring writers and seasoned professionals, making this work a timeless exploration of creativity that encourages readers to ponder their own artistic journeys. In this enriched edition, we have carefully created added value for your reading experience: - A succinct Introduction situates the work's timeless appeal and themes. - The Synopsis outlines the central plot, highlighting key developments without spoiling critical twists. - A detailed Historical Context immerses you in the era's events and influences that shaped the writing. - An Author Biography reveals milestones in the author's life, illuminating the personal insights behind the text. - A thorough Analysis dissects symbols, motifs, and character arcs to unearth underlying meanings. - Reflection questions prompt you to engage personally with the work's messages, connecting them to modern life. - Hand‐picked Memorable Quotes shine a spotlight on moments of literary brilliance. - Interactive footnotes clarify unusual references, historical allusions, and archaic phrases for an effortless, more informed read.
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    At once a manual for artists and a meditation on tradition, Sir Joshua Reynolds’s Discourses probes how disciplined study can foster artistic freedom. Composed in the late eighteenth century by one of Britain’s most influential painters and teachers, these addresses consider what it takes to make art that aspires beyond the moment. Reynolds brings the authority of a working studio practice to his reflections, weighing craft, taste, and ambition in language designed to instruct and persuade. His pages invite readers into a lively conversation between rules and individuality, urging attention to models from the past while insisting that judgment and selection remain the artist’s primary tools.

As a work of art theory, the Discourses originated as a series of lectures delivered at the Royal Academy of Arts in London, where Reynolds served as the institution’s first president. He addressed students and academicians between 1769 and 1790, articulating principles for training, criticism, and professional conduct. The lectures were printed shortly after delivery and later gathered in collected form, ensuring a broad readership beyond the Academy. This context matters: they speak from within a newly founded national school, advocating standards for a community of practice, and they reveal how eighteenth-century British culture sought to define excellence in the visual arts.

Readers encounter not a narrative but a sequence of public addresses that blend practical counsel with philosophical reflection. The voice is urbane, confident, and often conciliatory, promoting patient diligence over novelty for its own sake. Reynolds moves between concrete studio concerns and larger questions about taste and education, drawing examples from classical antiquity and revered Old Masters. The prose follows the period’s balanced cadence, making argument through accumulation and careful distinction. As chapters, the discourses each take up a problem—imitation, invention, drawing, color, composition, subject matter—so the book offers both a course in method and a sustained meditation on aims.

Among the central themes is what Reynolds called the pursuit of a grand style in art, an ideal that prizes elevated conception and general truth over the minute record of particulars. He repeatedly weighs the claims of nature against the authority of exemplary works, proposing that artists study precedent to internalize principles rather than to reproduce surface effects. The hierarchy of genres, the moral dimension of history painting, and the relationship between intellect and hand all receive careful attention. Throughout, he frames discipline as the precondition of imaginative power, suggesting that freedom emerges from habits of selection, comparison, and informed restraint.

Pedagogy and institutional life anchor the book. Reynolds advocates drawing as the foundation of practice, with attention to form, proportion, and the structures that underlie appearances. He recommends close, purposeful study of masterworks and the antique as a way to refine taste and to test one’s eye, while warning against mechanical copying or idiosyncratic mannerism. Regular critique, exposure to peers, and respect for shared standards are presented as protections against complacency and drift. The Academy’s role, in his account, is to sustain a conversation across generations, transmitting methods while encouraging artists to transform what they learn into personal conviction.

Modern readers may find special interest in how the Discourses frame enduring debates about originality, influence, and the function of schools. Reynolds’s preference for a canon shaped by European exemplars reflects the values of his time, inviting contemporary audiences to engage both with the power and the limits of that inheritance. The lectures raise questions that still animate studios and classrooms: how to balance experimentation with craft, when to follow rules and when to depart, and how institutions can nurture without constraining. Approached critically, the book becomes both a historical document and a prompt for present-day reflection.

To approach these pages is to enter the workshop and the forum at once. Artists may recognize practical strategies and productive disciplines; historians will hear the articulation of an aesthetic program that influenced British art for generations; general readers will discover a clear window into Enlightenment thinking about perception, taste, and culture. The Discourses offer not prescriptions so much as a framework for sustained effort, locating excellence in the interplay of study, judgment, and ambition. Read today, they reward attention with a sharpened sense of what training can accomplish—and with a renewed appreciation for the conversation between past and present.
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    Sir Joshua Reynolds’ Discourses collects the addresses he delivered as first President of the Royal Academy between 1769 and 1790. Written for students and practitioners, the lectures outline principles of art grounded in study, observation, and disciplined practice. Reynolds frames painting as an intellectual pursuit, advocating for established rules derived from exemplary works rather than personal whim. He emphasizes the Academy’s educational mission, arguing that systematic instruction, shared standards, and public institutions cultivate professional excellence. Presenting art as a learned language, he proposes that mastery depends on assimilating tradition, refining judgment, and pursuing elevated aims that transcend immediate novelty or individual caprice.

Early discourses define the Grand Style and the hierarchy of genres, placing history painting at the summit for its capacity to convey general truths and moral significance. Reynolds distinguishes between particular nature and general nature, urging artists to select and idealize forms to express essential character rather than transient detail. By advocating ideal beauty, he encourages abstraction from individual imperfections. Drawing on examples from Raphael and Michelangelo, he presents the highest art as a synthesis of design, propriety, and elevated sentiment. The goal, he maintains, is not literal transcription but the expression of universal ideas that stand beyond time and circumstance.

Reynolds devotes substantial attention to imitation, a central method of learning that he differentiates from servile copying. He counsels students to study the Old Masters—absorbing principles of composition, design, and expression—while avoiding mere replication of surface manner. An eclectic approach, guided by judgment, unites various excellences into a coherent style. Nature remains indispensable, but should be approached through the lens of established models, which reveal order and selection. He warns against idiosyncratic affectation and the premature pursuit of originality, insisting that authentic style emerges from deep engagement with precedent, clear intention, and consistent application of sound artistic principles.

On the relationship between genius and labor, Reynolds argues that talent achieves durable results only through methodical training. Rules are not constraints but condensed experience, turning experiment into practice. He recommends foundational studies—life drawing, anatomy, perspective, proportion, and the antique—as the secure basis for invention. While acknowledging inspiration, he privileges drawing as the source of structural clarity and intellectual design. Exercises in copying should be purposeful, extracting principles rather than superficial effects. Diligence, he contends, strengthens judgment, tempers taste, and prepares the artist to make informed choices. Through steady discipline, the aspirant gains the confident generalization that characterizes mature work.

Addressing invention and composition, Reynolds emphasizes unity, order, and decorum as governing aims. Subjects should be conceived with narrative clarity, with parts subordinated to the whole. Selection guides the exclusion of distracting detail, while propriety ensures that every element suits the theme and character. Expression of the passions requires knowledge of human behavior and physiognomy, presented with restraint and general truth. Chiaroscuro and grouping serve structure rather than spectacle, directing attention and reinforcing meaning. Throughout, Reynolds prioritizes intelligibility and coherence, arguing that effective design depends on a hierarchy of importance that organizes figures, setting, and light into a persuasive, harmonious arrangement.

Reynolds balances the claims of design with those of color and effect, comparing the strengths of the Roman and Venetian schools. While insisting that drawing secures the foundation, he recognizes color’s power to unify and enliven form. He discusses drapery, texture, and light as means to reinforce structure rather than distract. In portraiture, he urges elevation through selection and generalization, seeking character over exacting transcription of accidents or fashion. The painter should avoid flattery and transient novelty, aiming for durable likeness grounded in essential qualities. Materials and technique, he advises, must support stability and clarity, ensuring that surface beauty serves enduring form and idea.

Several discourses explore connoisseurship and the formation of taste. Reynolds presents taste as cultivated judgment, shaped by exposure, comparison, and adherence to consistent principles. He warns against the allure of mere novelty, the authority of fashion, and the bias of personal preference. Critics and patrons share responsibility for standards, and public exhibitions refine both makers and audiences. The Academy’s statutes, schools, and prizes institutionalize excellence, promoting shared aims and rigorous training. By aligning education, practice, and evaluation, Reynolds argues, the arts achieve collective improvement. He portrays criticism not as an adversary to creation but as a necessary partner in clarifying values.

Turning to the contemporary scene, Reynolds considers the English school within European traditions, discussing varied excellences across masters and nations. He highlights the distinct contributions of artists associated with design, color, or naturalism, encouraging selective emulation rather than partisanship. Landscape, portrait, and history painting each demand appropriate means, yet all benefit from generalization and principle. He cautions against market pressures that favor novelty or transient effect over substance. Tributes acknowledge achievements of past and modern painters, while his comparisons situate British art within a broader lineage. The aim, he maintains, is not imitation of schools but the renewal of their enduring strengths.

In his final addresses, Reynolds sums up the necessity of principle, study, and elevated purpose. He reiterates that durable art arises from general ideas, intelligent selection, and the steady refinement of taste informed by the best examples. Paying homage to great masters, including both classical exemplars and distinguished contemporaries, he frames tradition as a living resource. The Discourses conclude with practical exhortations: pursue rigorous training, judge by coherent standards, and use institutions to sustain high aims. As a whole, the work offers a structured guide for artists and connoisseurs, presenting an enduring framework for practice, judgment, and the social role of the arts.
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    The Discourses were composed and delivered in late Georgian Britain, primarily in London between 1769 and 1790, when Sir Joshua Reynolds presided over the newly founded Royal Academy of Arts. Britain under George III (reigned 1760–1820) was a commercial, imperial, and urbanizing power; London’s coffeehouses, clubs, and printshops formed a vigorous public sphere in which art criticism and civic debate flourished. Reynolds, born in Plympton, Devon (1723), trained in London and traveled in Italy (1749–1752), returned to a metropolis expanding in wealth and population. The Discourses address students and patrons within this setting, articulating an institutional and national program for art amid political consolidation and global expansion.

The Seven Years’ War (1756–1763) reshaped Britain’s empire, securing Canada and numerous overseas markets, and setting conditions for a buoyant culture of national self-definition. Naval heroes and political leaders became central to public life and portraiture. Reynolds’s early and emblematic portrait of Commodore Augustus Keppel (c. 1752–1753), later an admiral and Whig politician, aligned his practice with Britain’s maritime ascendancy. The Discourses mirror this environment by insisting that British art could rival continental schools, framing painting as a civic undertaking consonant with state power and national virtue. The institutional ambition of the Royal Academy itself echoes postwar confidence and the consolidation of British cultural authority.

The pivotal event shaping the Discourses was the founding of the Royal Academy of Arts in London in 1768, by royal charter under George III, orchestrated in part by architect Sir William Chambers. Reynolds was elected the Academy’s first President and was knighted in 1769, an honor signaling the Crown’s endorsement of a professional, hierarchical art institution. The Academy’s early exhibitions—first held in Pall Mall in 1769—charged a shilling for entry, drawing unprecedented public audiences and forming a marketplace of taste that the Discourses sought to guide. From 1769 to 1790 Reynolds delivered fifteen Discourses at the annual prize distributions, codifying academic training: drawing from the antique, life study, the hierarchy of genres, and emulation of the Old Masters tempered by observation of “general nature.” The Academy’s internal structures—Schools of Drawing, the Council, the Keeper’s life room, and medal competitions—formed the concrete context for his lectures’ recurrent themes of discipline, judgment, and professional ethics. The institution’s move into William Chambers’s new Somerset House on the Strand in 1780 symbolized state-backed cultural centralization: the Academy, the learned societies, and official bureaus occupied a single monumental complex. Reynolds’s Discourses respond directly to this institutionalization, defending the public function of art, outlining standards for exhibitions, and mediating tensions between individual genius and collective norms. They also address the Academy’s rivalry with the Society of Artists of Great Britain (founded 1760), whose schisms had prompted the Academy’s creation, and they implicitly justify royal patronage as a stabilizing force in a fractious art market. In sum, the Academy’s establishment, architecture, statutes, and exhibitionary regime are the immediate historical bedrock upon which the Discourses were constructed and to which their arguments are repeatedly keyed.

The American War of Independence (1775–1783) convulsed British politics, intensified parliamentary debate, and reframed questions of national identity. Reynolds’s circle—The Club (founded 1764) with Samuel Johnson, Edmund Burke, and others—stood at the center of metropolitan argument about empire, representation, and rights. Reynolds portrayed leading statesmen such as Charles James Fox and Burke, situating his practice within high politics. The Discourses, while not partisan, echo Burkean appeals to tradition and civic virtue, advocating institutions, precedent, and disciplined mastery. In a period of imperial fracture, the lectures implicitly argue for cultural cohesion at home: a British school of art constructed through rules, education, and public-mindedness.

The Grand Tour, at its height from the early eighteenth century to the 1770s, was a social rite for British elites and artists. Reynolds’s own Italian journey (1749–1752) to Rome, Florence, and Naples placed him amid collections of Raphael and Michelangelo and the studios of contemporaries such as Pompeo Batoni. The Tour’s networks of antiquities, casts, and collectors fed Britain’s museums and academies. The Discourses transform this travel experience into doctrine: study of the antique and the Old Masters is made foundational, yet filtered through independent judgment. References to continental academies and classical exemplars arise from a concrete itinerant culture of copying, connoisseurship, and acquisition.

James Cook’s Pacific voyages (1768–1771, 1772–1775, 1776–1779) expanded Britain’s geographic knowledge and imperial imagination. The arrival in London of Omai, a Polynesian from Raiatea, in 1774, and his return in 1776, created a sensation across salons and exhibitions. Reynolds painted Omai (c. 1776), presenting a cosmopolitan image that folded global encounter into metropolitan display. The Discourses, concerned with “general nature” and ideal form, intersect with this moment by negotiating how unfamiliar subjects enter the canon through the lens of European art. The painting and the lectures together reveal how imperial contact zones shaped British visual culture and public curiosity in the 1770s.

Early industrialization altered Britain’s urban economy and audience for art. James Watt’s 1769 patent and expanding textile production accelerated wealth concentrated in cities such as London and Manchester, enlarging a middle-class public for exhibitions. The Royal Academy’s “shilling days” democratized viewing, while John Boydell’s Shakespeare Gallery (founded 1786) commissioned history paintings—Reynolds contributed The Death of Cardinal Beaufort (1789)—and sustained a massive print enterprise enabled by the Engravers’ Copyright Act (1735). Episodes of unrest, like the Gordon Riots (1780), exposed tensions within this public sphere. The Discourses respond by fortifying professional standards against volatility, urging decorum, probity, and sustained study to elevate public taste.

As a social and political critique, the Discourses expose the era’s anxieties over luxury, fashion, and the caprice of patronage by subordinating novelty to principle and spectacle to moral purpose. They champion institutional merit over birth or faction, proposing the Academy as a corrective to market volatility and courtly favoritism. Reynolds’s insistence on public usefulness and the didactic role of painting interrogates elite display and consumerism, while his hierarchical genres affirm civic history over private vanity. Addressing a Britain of empire and industry, he advances a cautious, Burkean defense of tradition that implicitly criticizes radicalism, yet also calls for broadened access to instruction as a counter to entrenched privilege.
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Sir Joshua Reynolds—to whom is the name unfamiliar? to whom, hearing it, does not appear in mental vision the equally familiar autograph portrait of the deaf artist? This picture, painted originally for Mr. Thrale, shows us the painter "in his habit as he lived," spectacles on nose, ear-trumpet in hand—in short, exactly as he was known to his intimates in his latter days in domestic life. Another autograph picture of the artist in younger life hangs to-day in the National Gallery. Close by is seen the portrait by the same hand of his equally illustrious friend, bluff, common-sense Dr. Johnson, whom he represents as reading and holding his book close to his eyes after the manner of the short-sighted. It would seem that this mode of representation roused Dr. Johnson's ire. "It is not friendly," he remarked, "to hand down to posterity the imperfections of any person." This comment of the doctor's is equally characteristic of the man and his times. At so low an ebb was art and art criticism in those days, that people less learned than Johnson failed to grasp the truth of Reynolds' dictum, now become almost a commonplace, that a portrait but receives enhanced value as a human and historical document if it makes us acquainted with any natural peculiarity that characterises the person delineated. Johnson rebelled against the notion he deduced from this circumstance that Sir Joshua would make him known to posterity by his defects only; he vowed to Mrs. Thrale he would not be so known. "Let Sir Joshua do his worst, . . . he may paint himself as deaf as he chooses, but I will not be blinking Sam."

 In this anecdote, in this juxtaposition of two great names, each thoroughly representative of their epoch, can be traced both the cause of Sir Joshua's success, and of the difficulties against which he had to strive. Reynolds may with truth be named the father of modern English art, for before him English art can scarcely be said to have existed, since what was produced on British soil was chiefly the work of foreigners. The records even of this older art are sufficiently barren. It would appear that in the reign of Henry III. some foreign artists were invited over to decorate Winchester Castle, but of them and their works little trace remains. At the time when Italy was producing her masterpieces no native artist of whom we have record bedaubed canvas in Great Britain; and when the pomp-loving Henry VIII. wished to vie with his great contemporaries, Charles V., Leo X., and Francis I., he had to turn to the Continent for the men to execute his desires. That he himself had no true taste or love for the arts is well known; it was purely the spirit of emulation that prompted him. How crude were his own art notions may be gathered from the written instructions he left for a monument to his memory. They serve equally to illustrate the state of public taste in England at a period when Italy was inspired by the genius of Michael Angelo, of Raphael, and of Titian. The memorandum directs that "the king shall appear on horseback, of the stature of a goodly man; while over him shall appear the image of God the Father, holding the king's soul in his left hand, and his right extended in the act of benediction." This work was to have been executed in bronze, and was considerably advanced when Elizabeth put a stop to its progress. It was afterwards sold by the Puritan parliament for six hundred pounds. Still, for all his own artistic incapacity, it is more than probable that had not Henry, for private domestic reasons, adopted the Reformed faith, England under his reign might have witnessed a prosperous art period, which, it is true, would not have been native art, but might have given impetus towards its birth. Thackeray was fond of saying that it was no idle speculation to suppose what would have happened had Napoleon won the battle of  Waterloo. To those who love such fruitless mental sports it may prove no idle speculation to ponder what would have happened had Henry's amorous desires not led him to liberate himself and his nation from the bosom of the Catholic Church. Enough that the facts are there, and that with the first ardour of Protestant zeal there also made itself felt a chilling influence, casting a blight over literature and art, and more especially over art, till then so almost exclusively the handmaiden of religion, that a work of art came to be regarded as a symbol and remembrance of popery, and "painting and sculpture were conscientiously discouraged as tending to encourage idolatry and superstition and to minister to passion and luxury." Queen Mary, Elizabeth, and James I., each in their way gave some encouragement to foreign artists, such as Moro, Zucchero, and Mytens, but their patronage was purely personal, and did not operate upon the taste of the nation. More extended influence was exercised by Charles I. This monarch had a real love and understanding for art, and under him Rubens and Vandyke employed their pencils. He also bought many pictures, and encouraged his nobles to do the like. At least, among the upper classes the narrow Puritan art views were greatly counteracted. But Charles had to lay his head upon the block, and Puritanism had fuller and more unchecked sway than ever before, creating influences which to this very day are not wholly extinct, though happily in their death throes. Their latest survival is the "British Matron" who writes to the Times denouncing modern pictures that displease her individual taste, and the artists, happily rare and few, who preach that the study of the nude and anatomy is no essential part of a painter's education.

After the death of Charles a general wreck of works of art ensued. Whatever survived the bigotry of the Puritans was sacrificed to supply their pecuniary necessities. A curious mixture of superstition and covetousness was displayed. The journals of the House of Commons of 1645 afford some interesting reading like the following:—"Ordered: that all pictures and sketches as are without superstition shall be forthwith  sold for the benefit of Ireland and the north. Ordered: that all such pictures as have the representation of the Virgin Mary upon them shall be forthwith burnt. Ordered: that all such pictures as have the representation of the Second Person of the Trinity upon them shall be forthwith burnt." It seems, however, that these orders were not quite strictly executed. The Puritan conscience having been relieved by this edict, many prohibited pictures were sold at a high price to swell the coffers of the zealots. After this it is needless to remark that art did not flourish under the Commonwealth. With the Restoration we find Lely practising his method of portrait-painting, succeeded by Sir Godfrey Kneller, neither, however, being Englishmen. The era of George I. produced as native painters, Richardson and Sir James Thornhill; under George II. Hudson flourished; it was reserved to the long reign of George III. to see the birth of what can be truly termed art, of what alone can measure itself with the nations of the Continent. Hogarth was the first upon the list, but Hogarth, inimitable as he is, was rather a satirist than an artist in the full acceptation of the term. Of beauty of draughtmanship, of colour, we find next to nothing in his canvasses. Together with him flourished Hudson, and a little later Wilson and Gainsborough, who, like himself, and, indeed, like all English artists up to that time, had imbibed their teaching through the medium of Flanders, producing exact and careful work—indeed, in Gainsborough's case, work of real beauty—but lacking on the side of poetical feeling and elevation. Such a method must be regarded as the infancy of art, its purely observant but unthinking side. It was reserved to Reynolds to open out to English understanding the vista of Italian art, with its glories, its perfections, and it is owing to his Discourses, even more than to his works, that this mighty revolution came about; a revolution so mighty, so important, that for its sake alone, had he never limned a canvas, the name of Reynolds should stand forth proudly in the annals of England. It was he who, coming to Italy, already in mature manhood, as a finished artist in the eyes of his countrymen, had the perception and the courage to  admit before the works of Raphael and Michael Angelo that it was needful for him "to become as a little child" and recommence his studies upon principles of which hitherto he was ignorant.

Joshua Reynolds was born at Plympton, in Devonshire, July 16th, 1723, the tenth child of the Rev. Samuel Reynolds, rector of Plympton and principal of the local grammar school. His father was the boy's only instructor. He had destined him, it would seem, for the medical profession, and Reynolds is known to have said in latter life that if this design had been carried out, "he should have felt the same determination to become the most eminent physician as he then felt to be the first painter of his age and country." It was, indeed, his decided opinion (an opinion modern psychology would hardly endorse) that "the superiority attainable in any pursuit whatever does not originate in an innate propensity of the mind for that pursuit in particular, but depends on the general strength of the intellect, and on the intense and constant application of that strength to a specific purpose." He held that ambition was the cause of eminence, but that accident pointed out the means. It is impossible to decide whether or no Reynolds illustrates his own theory, but from what he said in private, and also in his Discourses, many erroneous conclusions are drawn as to this point. As his biographer, Northcote, justly observes, Reynolds "never meant to deny the existence of genius, supposing the term to denote a greater degree of natural capacity in some minds than others; but he always contended strenuously against the vulgar and absurd interpretation of the word, which supposes that the same person may be a man of genius in one respect, but utterly unfit for, and almost an idiot in everything else; and that this singular and unaccountable faculty is a gift born with us, which does not need the assistance of pains or culture, time or accident, to improve and perfect it."

Whatever Reynolds' private views on the subject of native taste asserting itself in the young, he himself undoubtedly showed a liking for art at an early age, and his taste was  fostered by his father, himself an amateur possessing a small collection of anatomical and other prints. If Joshua's love of drawing did not interfere with his other studies, his father did not check it. Thus there is extant to this day a perspective drawing of a bookcase under which Mr. Reynolds has written, "Done by Joshua out of pure idleness." It is on the back of a Latin exercise. He copied such prints as he could find in his father's library, Jacob Cats's Book of Emblems furnishing him with the richest store. This his grandmother, who was a native of Holland, had contributed to the family bookshelves. When he was only eight years old he read with eagerness The Jesuit's Perspective, and so thoroughly did he master its rules that he never afterwards had to study any other works on the subject. An application of these rules to practice is preserved in a drawing of the grammar school at Plympton. It was so well done that the father exclaimed, "Now this exemplifies what the author of the 'Perspective' asserts, that by observing the rules laid down in this book a man may do wonders, for this is wonderful."

Visitors to the Reynolds' Exhibition, which was held in the Grosvenor Gallery in 1884, may remember this little drawing, which was among the exhibits.

Portraits of his family and friends next occupied Reynolds' youthful pencil, while his love of art was influenced by reading Richardson's Treatise of Painting. This book first awoke in him his enthusiastic adoration of Raffaelle (of whose works he had till then seen nothing), a love he cherished until the end of his days. At seventeen his liking for art showing no diminution, the father decided he should follow a painter's career, and took him to London, where he placed him under Hudson, the most eminent artist England could then boast. By a curious accident he was entered at Hudson's on St. Luke's day, the patron saint of art and artists. Hudson set him at work at copying, a system Sir Joshua afterwards strenuously condemned. His words on this matter, written in the 2nd Discourse, should be "read, marked, learned, and inwardly digested" by all art professors and students—they are golden words of wisdom.

 Notwithstanding the master's inadequate teaching, the pupil made such progress that he aroused Hudson's jealousy, who, after two years' apprenticeship, found a pretext for dismissing him. Reynolds, with what he had learnt, continued to paint down in Devonshire, taking the portraits of the local magnates. How conventional his style was at first is proved by the following anecdote. It was a favourite attitude with the portrait-painters of the time to represent their model with one hand in waistcoat and the hat under the arm, convenient because it dispensed the artist from the difficult task of painting the hand. Now it happened that one gentleman, whose portrait Reynolds painted, desired to have his hat on his head. The picture, which was quickly finished and posed in a commonplace attitude, was done without much study. When sent home, it was discovered, on inspection, that although this gentleman in his portrait had one hat upon his head, there was another under his arm.

For three years Reynolds painted in Devonshire, and certainly improved greatly under his own instructions and those of William Gandy of Exeter, so that some of the works of this period are undoubtedly fine. During these first years of seclusion he taught himself to think as well as to paint; and that the labour of the mind is the most essential requisite in forming a great painter [1q]is a doctrine he constantly inculcates in his Discourses, distinguishing it from that of the hand. He aptly applied the dictum of Grotius—"Nothing can come of nothing"—to demonstrate the necessity of teaching.

The more Reynolds thought, however, the less was he satisfied with his own performances, and that he did not see himself progress with greater speed no doubt fretted him the more, inasmuch as he had early declared it his fixed opinion that if he did not prove himself the best painter of his time, when arrived at the age of thirty, he never should. For the completion of his studies he unceasingly felt that he must visit Italy, and behold with his own eyes those masterpieces of which he had heard so much. Chance offered him a passage to the Continent in the flagship of Viscount Keppel, and thus, at the age of twenty-six, May 11th,  1749, Reynolds first set sail for the Continent, and for the land of his desires and aspirations.

On Sir Joshua's death papers were found on which were written a number of detached thoughts, jotted down as hints for a Discourse, never written, in which the artist intended to give a history of his mind, so far as it concerned his art, his progress, studies, and practice. One of these fragments narrates his feelings on first seeing the treasures of Italian art, and is sufficiently remarkable. "It has frequently happened," he writes, "as I was informed by the keeper of the Vatican, that many of those whom he had conducted through the various apartments of that edifice, when about to be dismissed, have asked for the works of Raffaelle, and would not believe that they had already passed through the rooms where they are preserved; so little impression had these performances made on them. One of the first painters in France told me that this circumstance happened to himself; though he now looks on Raffaelle with that veneration which he deserves from all painters and lovers of art. I remember very well my own disappointment when I first visited the Vatican; but on confessing my feelings to a brother student, of whose ingenuousness I had a high opinion, he acknowledged that the works of Raffaelle had the same effect on him; or rather, that they did not produce the effect which he expected. This was a great relief to my mind; and, on inquiring farther of other students, I found that those persons only who from natural imbecility appeared to be incapable of ever relishing these divine performances, made pretensions to instantaneous raptures on first beholding them. In justice to myself, however, I must add, that though disappointed and mortified at not finding myself enraptured with the works of this great master, I did not for a moment conceive or suppose that the name of Raffaelle and those admirable paintings in particular owed their reputation to the ignorance and prejudice of mankind; on the contrary, my not relishing them, as I was conscious I ought to have done, was one of the most humiliating things that ever happened to me. I found myself in the midst of works executed upon principles with which I was unacquainted. I felt my ignorance, and stood abashed.
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