
The Romantic Age
ÅThe Romantic period started in the eighteenth century but was at its peak 

between 1800 and 1850. Among the greatest Romantic painters were Henry Fuseli 
(1741-1825), JMW Turner (1775-1851), John Constable (1776-1837), and 
overseas, Francisco Goya (1746-1828), Caspar David Friedrich (1774-1840), 
Theodore Gericault (1791-1824) and Eugene Delacroix (1798-63).

ÅThe Romantic movement can be seen as a way of liberatinghuman personality 
ŦǊƻƳ ǘƘŜ ƭƛƳƛǘŀǘƛƻƴǎ ƻŦ ǎƻŎƛŀƭ ŎƻƴǾŜƴǘƛƻƴ ŀƴŘ ǎƻŎƛŀƭ ƳƻǊŀƭƛǘȅΦ Ψaŀƴ ƛǎ ōƻǊƴ ŦǊŜŜ ŀƴŘ 
ŜǾŜǊȅǿƘŜǊŜ ƛǎ ƛƴ ŎƘŀƛƴǎΩςJean-Jacques Rousseau (1712-1778). He later stated 
ŘǳǊƛƴƎ ŀ ŎƻƴǘǊƻǾŜǊǎƛŀƭ Ŝǎǎŀȅ ǘƘŀǘ Ψaŀƴ ƛǎ ƴŀǘǳǊŀƭƭȅ ƎƻƻŘΣ ŀƴŘ ƻƴƭȅ ōȅ ƛƴǎǘƛǘǳǘƛƻƴǎ ƛǎ 
ƘŜ ƳŀŘŜ ōŀŘΩΦ IƻǿŜǾŜǊΣ Ψ¢ƘŜ {ƻŎƛŀƭ /ƻƴǘǊŀŎǘΩ ǿŀǎ ŜǾŜƴ ƳƻǊŜ ŘŀƴƎŜǊƻǳǎ ŦƻǊ ƛǘ 
advocated democracy and denied the divine right of kings: thus bringing Rousseau 
a storm of social condemnation.

Romantics:
ÅValue emotions. Romanticism regards intense emotions as providing an authentic 

source of aesthetic experience and social validity. This included emotions such as 
horror and awe which were associated with a new aesthetic category, the 
sublime. React against reasonŀƴŘ ǘƘŜ Ψ!ƎŜ ƻŦ 9ƴƭƛƎƘǘŜƴƳŜƴǘΩ ǿƛǘƘ ƛǘǎ ŀǎǎǳƳǇǘƛƻƴ 
that all problems can be solved through the application of reason. Romanticism 
also created and valued childhood as an age of innocence whereas previously 
children were simply young adults who had not yet grown up.

ÅValue nature. William Wordsworth and Samuel Taylor Coleridge presented poetry 
ŀǎ ŀƴ ŜȄǇǊŜǎǎƛƻƴ ƻŦ ǇŜǊǎƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ŦƛƭǘŜǊŜŘ ǘƘǊƻǳƎƘ ŀƴ ƛƴŘƛǾƛŘǳŀƭΩǎ ŜƳƻǘƛƻƴ 
and imagination. They believed the truest experience was to be found in nature 
and the sublime strengthened this through an appeal to the wilder aspects of 
nature where the sublime could be experienced directly. In search of the sublime, 
romantic poets wrote about the exotic, the supernatural and the medieval. But 
they also found beauty in the lives of simple rural people and aspects of the 
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everyday world. The second generation of romantic poets included John Keats, 
Percy Bysshe Shelley, and George Gordon, Lord Byron. In Keats's great odes, 
intellectual and emotional sensibility merge in language of power and beauty. 
Shelley combined soaring lyricism with an apocalyptic political vision. His wife, 
Mary Wollstonecraft Shelley, wrote the greatest of the Gothic romances, 
Frankenstein (1818). Lord Byron was the prototypical romantic hero, the envy and 
scandal of the age. He has been continually identified with his own characters, 
particularly the rebellious, irreverent, erotically inclined Don Juan. Note that 
although the Jane Austencould be described as a Romantic authoras she wrote 
during the romantic era but her work cannot be classified so easily. With exquisite 
subtlety she used irony to delineate human relationships within the context of 
English social life. Sir Walter Scott, Scottish nationalist and Romantic, made the 
genre of the historical novel widely popular. React against academia. It can be 
seen as a reaction against academic art and romanticism in the visual arts often 
involves a return to nature including plein-air painting, a belief in the goodness of 
humanity and justice for all and an emphasis on the importance of the sense and 
emotions rather than reason and intellect.

ÅValue the past. Romantics valued the past which had a charm and a beauty that 
had been destroyed by the industrial revolution. This nostalgia was focused on the 
medieval period of chivalric knights and brave deeds. Romantics value Ancient 
Greece and Rome a greatness whichΨŎŀƴƴƻǘ Ǉŀǎǎ ŀǿŀȅΩό{ƘŜƭƭŜȅύΦ This backward 
looking approach can be contrasted with the forward looking ideas of the 
Enlightenment and the ideas of progress. Romantics reject progress. It was partly a 
reaction to the scientific reductionism of the age and the negative aspects of the 
Industrial Revolution. 

Å±ŀƭǳŜ ǘƘŜ ΨIŜǊƻΩ. Intuition and emotion were regarded as more valid experiences 
to the rationalism of the Enlightenment and the Romantic movement therefore 
placed a high value on the experiences of the individual, particularly ǘƘŜ ΨƘŜǊƻΩ. 
The French Revolution and the rise of Napoleon turned many Romantics away 
from the hero towards supporting freedom and embracing the politics of the 
people. It is most clearly seen in the arts but can also be associated with the 
politics of liberalism and radicalism and even the emergence of Romantic 
nationalism in the mid-18th century where the nation is defined by the common 
cultural practices of the people rather than from the monarch downwards. Reject 
monarchy and the old top-downclass system.

ÅValue mysticism. Romanticism was also associated with mysticism because 
mysticism rejected the need to understand everything. Romantic love has its roots 
in the Romantic movement and although marrying for love has ancient origins the 
Romantic movement gave the idea philosophical validity. Reject technology and 
the negative effects of progress.

Romanticism
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Summary of the chapter on theΩwƻƳŀƴǘƛŎ aƻǾŜƳŜƴǘΩ from Bertrand Russell's The 
History of Western Philosophy(1945)
ÅFrom 18th century to the present day ideas have been influenced by the Romantic 

movement.
Å It was not initially connected to philosophy but was its essential form was a revolt 

against existing ethical standards.
ÅThe French followers of Rousseau valued sensibilité, such a person would be 

moved to tears by the poor but would reject anyrational plan to improve their 
lot. 

Å It was thought the poor possessed more sensibilité than the rich.
ÅThe Romantic dreamt of retiring to a peaceful rural existence.
ÅThis Romantic ideal goes back to the classical period and appears in the work of 

Shakespeare and Pope.
ÅThe poor were regarded as noble and rural, never urban or industrial.
ÅThe Romantics rejected convention in dress and moral conventions. Their morals 

were sharp and clear and they rejected chaos. According to Rousseau prudence 
was a supreme virtue as a weapon against fanatics, as were polished mannersas a 
defence against barbarism. [Classical prudence or right judgement was a cardinal 
virtue but Romanticism promoted instinctive ethical solutions based on taking in 
the whole scene which therefore makes a virtue of the senses. Romanticism 
therefore continually devalued classical prudence until it became what it is today, a 
mere shadow of its former selfτnamely, over-exaggerated caution, hesitancy and 
a lack of imagination.]

ÅThe Romantics believed the role of education was to introduce restraint.
ÅThe French Revolution changed everything.
ÅThe Romantics aimed at a passionate life and rejected industrialism. They were 

nationalists.
ÅRomantics rejected utility. The earthworm is not beautiful but useful. The tiger is 

beautiful but not useful. Darwin praised the earthworm,Blake praised the tiger.
ÅThe had a preference for wild, decaying scenes and Gothic architecture. Johnson 

was not a Romantic and admired London.
ÅRousseau, being Swiss, admired the Alps. 
ÅRomantics valued the useless, the destructive and the violent. These ideas have 

entered the modern world as we admire the Alps and the Niagara Falls rather than 
to gentle meadows.

ÅThey liked ghosts, ancient decayed castles, pseudo-sciences such as Mesmerism 
and lawless individuals such as pirates. They liked the grand and the remote.

ÅThe Realists rejected Romanticism.
ÅRomantics sometimes found science interesting if it led to something amazing and 

awe inspiring.
ÅRomantic liked remote, exotic places, such as the Orient.
ÅA Romantic could became a Catholic if they were born Protestant but not 
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otherwise as it had to combine revolt with Catholicism. Their individualism was 
inherently Protestant however.

ÅLƴ {ƘŜǊƛŘŀƴΩǎ Rivalsof 1775 the heroine wants to marry a poor man for love but 
the rich man pretends to be poor to woo her.

ÅJane Austen made fun of the Romantics.
Å/ƻƭŜǊƛŘƎŜΩǎ Ancient Marinerof 1799 was one of the first Romantic poems.
ÅWordsworth became reactionary but the Romantic movement was continued by 

Shelley, Byron and Keats.
ÅLƴ aŀǊȅ {ƘŜƭƭŜȅΩǎ Frankensteinthe monster is at first a gentle being but is driven 

to violence by the horror he sees ŀƴŘ ƻǘƘŜǊ ǇŜƻǇƭŜΩǎ ǊŜŀŎǘƛƻƴ ŀƎŀƛƴǎǘ Ƙƛǎ ǳƎƭƛƴŜǎǎΦ 
His demand for a female partner was rejected by Frankenstein so the monster 
decided to murder everyone he loved including his maker, Frankenstein, but his 
sentiments remained noble.

ÅRomantics admire all strong passions whatever the outcome, including hatred. 
The Byronic Romantic is violent and passionate.

ÅRomantics felt a god-like passion by rejecting the conflict between the individual 
feeling and social convention. This is the realm of the mystic. We could all enjoy 
this feeling if we lived a solitary life and did not need to work. 

ÅRomanticism was intimately associated with the individual and close family 
members, the closer the better. Nietzsche loved his sister, Wagner wrote about 
Siegfried loving his sister as the closer someone is to ourselves the easier it is to 
love them as a Romantic.

ÅThe Romantic outlook is aristocratic and rejects capitalism for different reasons 
than the socialist. Byron, for example, blamed the problems of capitalism on the 
Jew.

ÅRomanticism encouraged a new lawless ego. But other people have their own 
egos which leads to confrontation and violence. Man is not a solitary animal but a 
social animal.
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William Blake (1757-мунтύΣ ǘƛǘƭŜ ǇŀƎŜ ƻŦ Ψaƛƭǘƻƴ ŀ tƻŜƳΩΣ мулр
William Blake (1757-мунтύΣ ǇǊŜŦŀŎŜΣ Ψ!ƴŘ ŘƛŘ ǘƘƻǎŜ ŦŜŜǘ ƛƴ ŀƴŎƛŜƴǘ ǘƛƳŜǎΩ

ÅThis poem by William Blake tells us a lot about Romanticism.
ÅThe legend was that Joseph of Arimathea took Jesus to visit England between his 

early years and when he was about 30. Joseph of Arimathea only turns up in the 
Bible after Jesus has been crucified when he offers the tomb he plans to use for his 
ŦŀƳƛƭȅ ǘƻ ƘƻǳǎŜ WŜǎǳǎΩǎ ōƻŘȅ ŦƻǊ ŀ ǎƘƻǊǘ ǇŜǊƛƻŘΦ ¢ƘŜ ƛƳǇƭƛŎŀǘƛƻƴ ƛǎ ƘŜ ǿŀǎ ŀ ŦǊƛŜƴŘ 
of the family asdso might have taken Jesus on a trip when he was young.

Å "And did those feet in ancient time" is a short poem by William Blake from the 
preface to his epic Milton a Poem, one of a collection of writings known as the 
Prophetic Books. The date of 1804 on the title page is probably when the plates 
were begun, but the poem was printed c. 1808. Today it is best known as the 
ŀƴǘƘŜƳ ΨWŜǊǳǎŀƭŜƳΩΣ ǿƛǘƘ ƳǳǎƛŎ ǿǊƛǘǘŜƴ ōȅ {ƛǊ IǳōŜǊǘ tŀǊǊȅ ƛƴ мфмсΦ

Å In summary Romantics: 
ÅHad a deep respect for nature and solitude.
ÅValued emotions (sensibility) and the imagination over reason and 

rationality.
ÅCelebrated individuality.
Åbelieved that science was risky and dangerous.
ÅWere nostalgic for a distant past when everything was perfect

Notes
And did those feet in ancient time,
Walk upon England's mountains green:
And was the holy Lamb of God,
On England's pleasant pastures seen!

And did the Countenance Divine,

2



Shine forth upon our clouded hills?
And was Jerusalem buildedhere,
Among these dark Satanic Mills?

Bring me my Bow of burning gold;
Bring me my Arrows of desire:
Bring me my Spear: O clouds unfold!
Bring me my Chariot of fire!

I will not cease from Mental Fight,
Nor shall my Sword sleep in my hand:
Till we have built Jerusalem,
In England's green & pleasant Land

2



Angelica Kauffman (1741ς1807), Venus Induces Helen to Fall in Love with Paris,1790, 
102 x 127.5 cm, Hermitage Museum 
Henry Fuseli (1741ς1825), The Artist Moved by the Grandeur of Antique Fragments, 
1778-79, red chalk on sepia wash, 41.5 x 35.5 cm, Kunsthaus Zürich 

Romanticism v. Neoclassicism
ÅThe Romantic is often contrasted with the Neoclassical although if we look at 

individual painters the distinction is often eroded.
ÅThis painting by Angelica Kaufmann is a history painter in the grand style and is 

neoclassical.
ÅΨbŜƻŎƭŀǎǎƛŎƛǎƳ ƛǎ ŀ ǊŜǾƛǾŀƭ ƻŦ ǘƘŜ ǎǘȅƭŜǎ ŀƴŘ ǎǇƛǊƛǘ ƻŦ ŎƭŀǎǎƛŎ ŀƴǘƛǉǳƛǘȅ ƛƴǎǇƛǊŜŘ 

directly from the classical period, which coincided and reflected the developments 
in philosophy and other areas of the Age of Enlightenment, and was initially a 
reaction against the excesses of the preceding Rococo style. While the movement 
is often described as the opposed counterpart of Romanticism, this is a great over-
simplification that tends not to be sustainable when specific artists or works are 
ŎƻƴǎƛŘŜǊŜŘΦ Ψ

ÅThe Romantic spirit is conveyed by this drawing by Henry Fuseli (1741-1825) 
showing the overwhelming despair of an artist confronted with the grandeur of 
the classical period. A grandeur which is moving and can never be recaptured or 
repeated. Romantics valued Ancient Greece and Rome and Percy Byshe Shelley 
Ode to LibertyŘŜǎŎǊƛōŜŘ ǘƘŜƛǊ ƎǊŜŀǘƴŜǎǎ ŀǎ ƻƴŜ ǿƘƛŎƘ ΨŎŀƴƴƻǘ Ǉŀǎǎ ŀǿŀȅΩ ŀƴŘ 
ǿƘƛŎƘ ǊŜǘǳǊƴŜŘ ŀǎ Ψ{ŀȄƻƴ !ƭŦǊŜŘΩ ŀƴŘ aƛƭǘƻƴΦ 

ÅNeoclassicism was about hierarchy and people and Romanticism was about 
nature and feelingΧ

Notes
ÅThe Judgement of Paris is a story from Greek mythology about the events that led 

to the Trojan Wars, and later the foundation of Rome. There are various versions 
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but in one version Zeus, king of the gods, held a banquet to celebrate a marriage 
and did not invite Eris, goddess of discord. She arrived with a golden apple from 
the Garden of Hesperides which she threw intothe party as a reward for the most 
beautiful guest. Three goddesses claimed it, Hera (in Roman mythology Juno), 
Athena (Minerva) and Aphrodite (Venus) and Zeus was asked to judge so he 
appointed Paris who had not selected his own prize bull in a contest. The three 
goddesses try to bribe Paris by making him king of Europe and Asia (Hera), wisdom 
ŀƴŘ ǎƪƛƭƭ ƛƴ ǿŀǊ ό!ǘƘŜƴŀύ ŀƴŘ ǘƘŜ ƭƻǾŜ ƻŦ ǘƘŜ ǿƻǊƭŘΩǎ Ƴƻǎǘ ōŜŀǳǘƛŦǳƭ ǿƻƳŀƴΣ IŜƭŜƴ 
of Sparta, wife of the Greek king Menelaus (Aphrodite). Paris accepted Aphrodite's 
gift and awarded the apple to her, receiving Helen as well as the enmity of the 
Greeks and especially of Hera. The Greeks' expedition led by Agamemnon (brother 
of Menelaus) set out to retrieve Helen from Troy where Paris had taken her and 
this is the mythological basis of the Trojan War. 

ÅThe foot and the hand are from the Colossus of Constantine, a statue of the late 
Roman emperor Constantine the Great (c. 280ς337) that once occupied the west 
apse of the Basilica of Maxentiusnear the Forum Romanumin Rome. Portions of 
the Colossus now reside in the Courtyard of the Palazzo dei Conservatoriof the 
MuseiCapitolini, on the Capitoline Hill, above the west end of the Forum. 
Strangely, in the ruins, two right hands were found and it is speculated that the 
hand was remadeto change it from holding a sceptre to a Christian symbol. The 
seated statue would have been about 12 metres (40 feet) high.

ÅRomanticism is easier to define in literature with  William Wordsworth, Samuel 
Taylor Coleridge, John Keats, Lord Byron, Percy Bysshe Shelley, and the much older 
William Blake, followed later by the isolated figure of John Clare. Also such 
novelists as Jane Austen, Walter Scott and Mary Shelley, and the essayists William 
Hazlitt and Charles Lamb. 

Å In the visual arts, Romanticism first showed itself in landscape painting, where 
from as early as the 1760s British artists began to turn to wilder landscapes and 
storms, and Gothic architecture.

ÅThe best known English Romantic painter was J.M.W. Turner and John Constable. 
Other groups of artists expressed feelings that verged on the mystical, many 
largely abandoning classical drawing and proportions. These included William 
Blake and Samuel Palmer and the other members of the Ancients in England

Å In Europe the Romantics were Francisco Goya (Spain), Théodore Géricault 
(France), Eugène Delacroix (France), Philipp Otto Runge(Germany), Johan Christian 
Dahl (Norway).
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John Constable (1776-1837), The Hay Wain, 1821, 130 x 185 cm, National Gallery

ÅNature was the principle subject matter of Romantic painting and the people 
were secondary figures in the background.

ÅYou all know this painting so I thought I would use it as the typical Romantic 
painting before looking at the pre-history of Romanticism.

Å It shows a golden age before industrialization and today is uncontroversial. 
However, in his day Constable was revolutionary in the way he depicted nature and 
ŜŀǊƴŜŘ ŀ ƎǊŜŀǘ ŘŜŀƭ ƻŦ ŎǊƛǘƛŎƛǎƳΦ ¢ƘŜȅ ŘŜǎŎǊƛōŜŘ Ƙƛǎ ΨŘƛǎŀƎǊŜŜŀōƭŜΩΣ ΨŘƛǎŦƛƎǳǊŜŘΩ ŀƴŘ 
ΨƳŀƴƴŜǊŜŘΩ ǎǳǊŦŀŎŜ ŀƴŘ ŎƻƳǇƭŀƛƴŜŘ Ƙƛǎ ǎŎŜƴŜǎ ǿŜǊŜ ǎŎŀǘǘŜǊŜŘ ǿƛǘƘ Ψŀ ƘǳƎŜ 
ǉǳŀƴǘƛǘȅ ƻŦ ŎƘƻǇǇŜŘ ƘŀȅΩΦ The TimesƴƻǘŜŘ Ƙƛǎ Ƙŀōƛǘ ƻŦ ΨǎŎŀǘǘŜǊƛƴƎ ǿƘƛǘŜ ǎǇƻǘǎ ƻǾŜǊ 
ǘƘŜ ǎǳǊŦŀŎŜ ƻŦ Ƙƛǎ ǇƛŎǘǳǊŜΩΣ ŀ ŎǊƛǘƛŎƛǎƳ ƭŀǘŜǊ ŀǇǇƭƛŜŘ ǘƻ ¢ǳǊƴŜǊΦ ¢ƘŜǊŜ ǿŀǎ ƎǊŜŀǘ 
resistance to Constable using lighter shades of green, there is a legend that his 
patron, George Beaumont, criticized him for not making the grass in the 
foreground the required mellow brown of an old violin. Constable, took a real 
violin and put it on the grass to show his patron the difference.

ÅConstable was born in East Bergholt in 1776, a year after Turner. He was an 
ŀǊǘƛŎǳƭŀǘŜ ǇŀƛƴǘŜǊ ǿƘƻ ŘŜŦƛƴŜŘ Ƙƛǎ ǇŜǊǎƻƴŀƭ ǇƘƛƭƻǎƻǇƘȅ ŀǎ ΨI should paint my own 
places bestΩ ŀƴŘ ΨǇŀƛƴǘƛƴƎ ƛǎ ōǳǘ ŀƴƻǘƘŜǊ ǿƻǊŘ ŦƻǊ ŦŜŜƭƛƴƎΩ, both Romantic 
notions. He was never financially successful in his own lifetime and was not made 
an academician until he was 52. His work was successful in France where it 
inspired the Barbizon School.

ÅBut this is not all there is to Romanticism. There is a darker sideΧ

Notes
ÅConstable painted the Hay Wain in 1821 and it was exhibited by the Academy that 

year where it was seen by Théodore Géricault on a visit to London. He praised 
Constable in Paris and a dealer called John Arrowsmith bought four paintings, 
including The Hay Wain. It was exhibited at the Paris Salon of 1824, winning a gold 
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medal. 
ÅDelacroix repainted the background of his 1824 Massacre de Scio after seeing the 

Constables at Arrowsmith's Gallery.
Å In his lifetime, Constable sold only 20 paintings in England, but in France he sold 

more than 20 in just a few years. Despite this, he refused all invitations to travel 
ƛƴǘŜǊƴŀǘƛƻƴŀƭƭȅ ǘƻ ǇǊƻƳƻǘŜ Ƙƛǎ ǿƻǊƪΣ ǿǊƛǘƛƴƎ ǘƻ CǊŀƴŎƛǎ 5ŀǊōȅΥ ΨI would rather be a 
poor man [in England] than a rich man abroadΦΩ ! wƻƳŀƴǘƛŎ ǎŜƴǘƛƳŜƴǘ.

ÅThe shadowy figure in the centre foreground was originally a man on a horse 
which was changed to a barrel and then painted out. The paint has become more 
transparent over time so the shadow of the underpainting can now be seen. The 
dog was added late in the composition but is an essential part of the balance as it 
leads the eye across over the hay wagon into the distance scene.

ÅDriving a hay wagon through water had a practical benefit as in hot weather the 
metal rim expanded and the wooden wheel dried out and shrank. The water 
cooled the metal which shrank and it expanded the wood as it absorbed water 
thus ensuring the metal rim became a tight fit.

ÅThe flash of red on the fisherman(right, middle distance, in the reeds) and on the 
horse intensify the green by the juxtaposition of its complementary colour.

ÅThe cottage was owned by Willy Lot a local tenant farmer admired by Constable as 
he lived in the cottage for 80 years and only spent four nights away. He was a deaf, 
eccentric tenant farmer and the smoke from the chimney shows his unseen 
presence. The woman outside is probably gathering water using a jug as she is too 
far above the water surface to clean clothes effectively. The men in the distant 
field are gathering hay in a manner that had been abandoned in Suffolk 20 years 
earlier. Constable is presenting a traditional, reactionary view of the countryside 
that invokes the nostalgia of the previous century. In fact, his brother Abram wrote 
ƛƴ мунн ŀōƻǳǘΣ Ψnever anight without seeingfiresƴŜŀǊ ƻǊ ŀǘ ŀ ŘƛǎǘŀƴŎŜΩΦ

References
ÅMichelle Facos, An Introduction to Nineteenth-Century Art
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William Hogarth(1697ς1764), Satan, Sin and Death (A Scene from Milton's 'Paradise 
Lost'),c.1735ς40, 61.9 x 74.5 cm, Tate Britain

The Sublime
ÅLet us go back 80-90 years and examine this work by Hogarth in order to approach 

Romanticism from a different direction.

ÅThis is an early illustration of the sublime, which later becomes an important 
element of Romanticism.

ÅThis painting by IƻƎŀǊǘƘ ǇǊŜŘŀǘŜǎ 9ŘƳǳƴŘ .ǳǊƪŜΩǎ(1729-1797) book (A 
Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful, 
1757) and shows that WƻƘƴ aƛƭǘƻƴΩǎ (1608-1674) seventeenth century ideas are 
related to the discourse on the sublime in the eighteenth century. It is the earliest 
ƪƴƻǿƴ ǇŀƛƴǘƛƴƎ ƻŦ ǘƘƛǎ ǘƘŜƳŜ ŦǊƻƳ aƛƭǘƻƴΩǎ Paradise Lost(1667). From its 
ǇǳōƭƛŎŀǘƛƻƴ aƛƭǘƻƴΩǎ ǇƻŜƳ ǿŀǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ ǎǳōƭƛƳŜ ǿƘƛŎƘ ǿŀǎ ƪƴƻǿƴ ŦǊƻƳ 
antiquity. The first study of the sublime is Pseudo-Longinus On the Sublime(1st or 
3rd century CE).

Å¢ƘŜ ǇŀƛƴǘƛƴƎ Ŧƻƭƭƻǿǎ aƛƭǘƻƴΩǎ ǘŜȄǘ ŀƴŘ ǎƘƻǿǎ Satan, on the left, confronting Death 
who bars his way from hell to earth. Between them is Sin, shown as a naked 
woman. She reveals to Satan that she is his daughter, and that Death is their 
incestuous child.

Å I have a short guide to 9ŘƳǳƴŘ .ǳǊƪŜΩǎ ǾƛŜǿ ƻŦ ǘƘŜ ǎǳōƭƛƳŜΧ

Notes
ÅLƴ WƻƘƴ aƛƭǘƻƴΩǎ όмслу-1674) Paradise Lost,Sin is described as a beautiful woman 
ǿƘƻ ǿŀǎ ōƻǊƴ ƻǳǘ ƻŦ ǘƘŜ ƭŜŦǘ ǎƛŘŜ ƻŦ {ŀǘŀƴΩǎ ƘŜŀŘΦ {ŀǘŀƴ ǊŀǇŜŘ Ƙƛǎ ƻŦŦǎǇǊƛƴƎ ŀƴŘ 
she gave birth to Death and he lower half was changed into that of a serpent. 
Death raped Sin who gave birth to a pack of hellhounds. Death would destroy Sin 
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but knowns this would destroy him. Death is described as a dark formless shape 
ǿƘƻ ǿŜŀǊǎ ŀ ŎǊƻǿƴΣ ǘƻ ǎȅƳōƻƭƛǎŜ Ƙƛǎ ǊǳƭŜ ƻǾŜǊ ŀƭƭ ƭƛǾƛƴƎ ōŜƛƴƎǎΣ ŀƴŘ ŎŀǊǊƛŜǎ ŀ ΨŘŀǊǘΩ 
(dagger) with which to pierce his victims.

ÅThe idea of the sublime was taken up by Immanuel Kant and the Romantic poets 
including especially William Wordsworth and SamuelTaylor Coleridge.

ÅThe so-called ΨǎŜŎƻƴŘ ƎŜƴŜǊŀǘƛƻƴΩ wƻƳŀƴǘƛŎǎ ŜƳǇƭƻȅŜŘ ǘƘŜ ǎǳōƭƛƳŜ as well, but 
as the early Romantics had different interpretations of the literary sublime, so too 
did Percy Bysshe Shelley, Lord Byron, and John Keats. In many instances, they 
reflected the desire for Enlightenment that their predecessor showed, but they 
also tended to stick closer to the definition of the sublime given by Longinus and 
Kant. They tended to focus on the terror in the sublime, and the ecstasy found 
there.

References
http://www.tate.org.uk/art/research-publications/the-sublime
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ÅThe Romantic movement is connected to the sublime.
Å In 1750Jean Jacques Rousseau(1712-1778) is his book Discourse on the Sciences 

and Artsdescribes howwe are born good but corrupted by civilisation. This was 
associated with a return to nature and the idea of the noble savage. Rousseau 
ŘŜǎŎǊƛōŜǎ ǘƘŜ Ψgreat principle that nature made man happy and good, but that 
society depraves him and makes him miserable....vice and error, foreign to his 
ŎƻƴǎǘƛǘǳǘƛƻƴΣ ŜƴǘŜǊ ƛǘ ŦǊƻƳ ƻǳǘǎƛŘŜ ŀƴŘ ƛƴǎŜƴǎƛōƭȅ ŎƘŀƴƎŜ ƘƛƳΩΦ

Å In 1757Edmund Burke wrote A Philosophical Enquiry into the Origin of Our Ideas of 
the Sublime and Beautiful a treatise on the aesthetic in which he separates the 
idea of beauty from the sublime. Briefly, the beautiful, according to Burke, is 
related to the passion of love and is associated with the small, smooth and 
ŘŜƭƛŎŀǘŜΦ Lǘ ŎŀƭƳǎ ǘƘŜ ƴŜǊǾŜǎ ŀƴŘ ǘƘŜ ƻǊƛƎƛƴŀƭ ŎŀǳǎŜ ƛǎ DƻŘΩǎ ǇǊƻǾƛŘŜƴŎŜΦ ¢ƘŜ 
sublime is related to the passion of fear,especially the fear of death, and is related 
to vastness, infinity and magnificence. It causes tension in the nerves and its 
original cause is the battle between God and Satan.

ÅThe preference for the sublime over the beautiful was to mark the transition 
from the Neoclassical to the Romantic era. Although the Romanticswere 
concerned with beauty there was often an undercurrent, explicit or implicit, of 
terror and awe.
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Henry Fuseli (1741-1825), The Nightmare, 1781, 101.6 cm ×127 cm, Institute of Arts, 
Detroit 
Henry Fuseli (1741-1825), Portrait of a Young Woman, 1781, on the reverse of 
Nightmare, Institute of Arts, Detroit

ÅRomanticism had a darker side associated with a lack of restraint, violence, 
passion, ghosts and satanic practices.

ÅThe Nightmarewas painted in 1781 by Anglo-Swiss artist Henry Fuseli (1741ς
мунрύΦ Lǘ ǿŀǎ ŜȄƘƛōƛǘŜŘ ƛƴ мтун ŀǘ ǘƘŜ wƻȅŀƭ !ŎŀŘŜƳȅ ŀƴŘ ΨŜȄƛǘŜŘ Χ ŀƴ ǳƴŎƻƳƳƻƴ 
ŘŜƎǊŜŜ ƻŦ ƛƴǘŜǊŜǎǘΩ ŀƴŘ ƛǘ Ƙŀǎ ǊŜƳŀƛƴŜŘ Ƙƛǎ ōŜǎǘ ƪƴƻǿƴ ǿƻǊƪ ŜǾŜǊ ǎƛƴŎŜΦ ¢ƘŜ 
engraved version sold widely and the painting was parodied in political satire. Due 
to its fame, Fuseli painted at least three other versions of the painting.

Å Interpretations of The Nightmare have varied widely. The canvas seems to portray 
simultaneously a dreaming woman and the content of her nightmare. The incubus 
and the horse's head refer to contemporary belief and folklore about nightmares, 
but have been ascribed more specific meanings by some theorists. Contemporary 
critics were taken aback by the overt sexuality of the painting, which has since 
been interpreted by some scholars as ŀƴǘƛŎƛǇŀǘƛƴƎ /ŀǊƭ WǳƴƎΩǎ ƛŘŜŀǎ about the 
ǳƴŎƻƴǎŎƛƻǳǎ όǎƻƳŜ ǿŀȅ CǊŜǳŘΩǎ ƛŘŜŀǎύΦ ¦ƴƭƛƪŜ CǊŜǳŘ WǳƴƎ ōŜƭƛŜǾŜŘ ǘƘŜ ƭƛōƛŘƻ ǿŀǎ 
not just sexual energy but a generalized physic energy and that the psyche is made 
up of the ego, the personal unconscious and the collective unconscious. The 
collective unconscious is a uniquely Jungian idea. It is shared with other members 
of the human species and consists of latent memories from our ancestral and 
ŜǾƻƭǳǘƛƻƴŀǊȅ ǇŀǎǘΦ Ψ¢ƘŜ ŦƻǊƳ ƻŦ ǘƘŜ ǿƻǊƭŘ ƛƴǘƻ ǿƘƛŎƘ ώŀ ǇŜǊǎƻƴϐ ƛǎ ōƻǊƴ ƛǎ ŀƭǊŜŀŘȅ 
ƛƴōƻǊƴ ƛƴ ƘƛƳΣ ŀǎ ŀ ǾƛǊǘǳŀƭ ƛƳŀƎŜΩ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ŜǾƻƭǳǘƛƻƴΦ

ÅAn incubusis a male demon that according to legend lies on sleeping women in 
order to engage in sexual activity. Its female counterpart is a succubus. Her 
position was believed to encourage nightmares and the horse or mare reinforces 
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this interpretation. The etymology of nightmare does not relate to horses but to 
Scandinavian mythology and spirits sent to suffocate sleepers and the early 
meaning of nightmare included the experience of having a heavy weight on the 
chest while asleep and a feeling of dread. The Old English word mæremeans 
incubus.

ÅFuseli was an ordained minister and he painted other scenes involving sleep but 
his other paintings had biblical, mythological or literary references.

ÅThe original painting sold for twenty guineas but the engraving earned the 
publisher more than £500. The engraving included a short poem by Erasmus 
5ŀǊǿƛƴ ŎŀƭƭŜŘ ΨbƛƎƘǘ-MareΩΦ

So on his Nightmare through the evening fog
Flits the squab Fiend o'er fen, and lake, and bog;
Seeks some love-wilder'dmaid with sleep oppress'd,
Alights, and grinning sits upon her breast.

ÅMany contemporary critics found the work scandalous because of its sexual 
associations.It has been suggested that the painting is autobiographical and 
represents CǳǎŜƭƛΩǎ ǎǳǇǊŜǎǎŜŘ ƭǳǎǘ ŦƻǊ !ƴƴŀ [ŀƴŘƘƻƭŘǘ, a young woman fell 
passionately in love with in 1779. Landholdt or Landoltǿŀǎ ǘƘŜ ƴƛŜŎŜ ƻŦ CǳǎŜƭƛΩǎ 
friend Felix Lavater and Fuseli wrote to him a passionate letter containing the 
ǇŀǎǎŀƎŜΣ ΨLast night I had her in bed with me, tossed my bedclothes hugger-
mugger wound my hot and tight-clasped hands about her, fused her body and soul 
together with my own, poured into her my spirit, breath and strength. Anyone who 
touches her now commits adultery and incest! She is mine, and I am hers. And 
ƘŀǾŜ ƘŜǊ L ǿƛƭƭΦΩ IƻǿŜǾŜǊΣ ǘƘŜ ƭƻǾŜ ǿŀǎ ƻƴŜ-sided and came to nothing but it may 
have been the inspiration for the painting. Further circumstantial evidence is a 
sketch of a girl on the back of the painting.

ÅThe Nightmaremayhave influenced Mary Shelley as the scene in Frankenstein, 
or, The Modern Prometheus (1818) when the ƳƻƴǎǘŜǊ ƳǳǊŘŜǊǎ CǊŀƴƪŜƴǎǘŜƛƴΩǎ 
wife describes her thrown across abed with her head hanging down and her pale
distorted features half covered by hair. She would have known the painting as her 
parents Mary Wollstonecraft and William Godwin were friends of Fuseli. 

ÅHenry Fuseli (1741ς1825) was a Swiss painter, draughtsman and writer on art who 
spent much of his life in Britain. Many of his works, such as The Nightmare, deal 
with supernatural subject-matter. He held the posts of Professor of Painting and 
Keeper at the Royal Academy. His style had a considerable influence on many 
younger British artists, including William BlakeΦ CǳǎŜƭƛΩǎ ŦŀǘƘŜǊ ǿŀǎ ŀ ǇƻǊǘǊŀƛǘ 
painter and author and Fuseli was educated as a minister. He had to flee 
Switzerland after exposing a corrupt magistrate. He arrived in England in 1765 and 
supported himself by writing until he met Joshua Reynolds who convincedhim to 

7



devote himself to art. Between 1770 and 1778 he studied art in Italy. In 1778 he 
married and in 1779 he returned to England and joined the Royal Academy. The 
early feminist Mary Wollstonecraft, whose portrait he had painted, planned a trip 
with him to Paris, and pursued him ŘŜǘŜǊƳƛƴŜŘƭȅΣ ōǳǘ ŀŦǘŜǊ Ƙƛǎ ǿƛŦŜΩǎ ƛƴǘŜǊǾŜƴǘƛƻƴ 
the Fuseli's' ŘƻƻǊ ǿŀǎ ŎƭƻǎŜŘ ǘƻ ƘŜǊ ŦƻǊŜǾŜǊΦ CǳǎŜƭƛ ƭŀǘŜǊ ǎŀƛŘ ΨI hate clever women. 
¢ƘŜȅ ŀǊŜ ƻƴƭȅ ǘǊƻǳōƭŜǎƻƳŜΩΦ
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Philip James De Loutherbourg(1740ς1812), An Avalanche in the Alps,1803, 109.9 x 
160.0 cm, Tate Britain

ÅLater in the century the sublime was refined into ideas of awe and terror.
ÅThe Alps were a familiar landscape for generations of British travellers, but it was 

only in the later part of the eighteenth century that their rugged and immense 
qualities were appreciated for their Sublime associations. De Loutherbourg adds 
ƘǳƳŀƴ ŘǊŀƳŀ ǘƻ ǘƘŜ ŀǾŀƭŀƴŎƘŜΩǎ ŀǿŜǎƻƳŜ ǇƻǿŜǊ ōȅ ƳŜŀƴǎ ƻŦ ǘƘŜ ǘŜǊǊƛŦƛŜŘ 
people. The bridge they were about to cross has been swept away and they are 
just about to be overwhelmed. One person flees, another prays and a third 
appears to be transfixed by the sublime spectacle. 

Å5Ŝ [ƻǳǘƘŜǊōƻǳǊƎΩǎ ŜȄǇƭƻǊŀǘƛƻƴ ƻŦ ǎǳōƭƛƳŜ ŜŦŦŜŎǘ ǿŀǎ ŀǎǎƛǎǘŜŘ ōȅ Ƙƛǎ ǿƻǊƪ ŀǎ ŀ 
theatre set designerΦ IŜ ŀƭǎƻ ŎǊŜŀǘŜŘ ǘƘŜ Ψ9ƛŘƻǇƘǳǎƛƪƻƴΩΣ ŀ ƳƛƴƛŀǘǳǊŜ ǘƘŜŀǘǊŜ 
where landscapes were animated and accompanied by music and sound effects.

ÅDe Loutherbourg was not Swiss but was born in Germany of Polish origins and 
trained in Paris, settling in London in 1771. He seems to have visited Switzerland c. 
1769ς71, again in 1787, and perhaps in 1802ς3 in the short period of peace 
following the Treaty of Amiens.

References
ÅTate website
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Claude Joseph Vernet(1714-1789), A Shipwreck in Stormy Sea,1773, 114.5 x 163.5 
cm, National Gallery

ÅThis is a pre-Romantic work by a French painter that shows all the features of a 
Romantic seascape. The sea as a source of terror and violence became an 
important subject for Romantic painters. Vernetoften used figures in the 
foreground to add another layer of interest to the painting in a similar way to do 
Loutherberg. Notice that the figures are subsumed and overwhelmed by the raw 
power of nature.

ÅClaude Joseph Vernetwas a French painter who, when he was 14, started to help 
his father with his painting. He worked in Rome and was renowned for his honest 
depiction of the weather, landscapes and the sea. He worked in Rome for 40 and 
was popular with British aristocrats on the Grand Tour and in 1745 he married an 
Englishwoman. He was recalled to Paris to paint the French seaports which are 
ƴƻǿ ƛƴ ǘƘŜ [ƻǳǾǊŜΦ IŜ ǎŀƛŘΣ ΨhǘƘŜǊǎ Ƴŀȅ ƪƴƻǿ ōŜǘǘŜǊ Ƙƻǿ ǘƻ Ǉŀƛƴǘ ǘƘŜ ǎƪȅΣ ǘƘŜ 
ŜŀǊǘƘΣ ǘƘŜ ƻŎŜŀƴΤ ƴƻ ƻƴŜ ƪƴƻǿǎ ōŜǘǘŜǊ ǘƘŀƴ L Ƙƻǿ ǘƻ Ǉŀƛƴǘ ŀ ǇƛŎǘǳǊŜΩΦ
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William Blake (1757-1827), Newton, 1795, colour print with pen & ink and 
watercolour, Tate Britain

ÅWe started with William Blake as one of the first Romantic painters. Blake started 
seeing visions in his childhood and these images infused his poetry and painting. 
He poured scorn on the traditional veneration of Greek and Roman art. He wrote 
ƛƴ ŀ ǇǊŜŦŀŎŜ ǘƻ aƛƭǘƻƴΩǎ ǿƻǊƪΣ ά²Ŝ Řƻ ƴƻǘ ǿŀƴǘ ŜƛǘƘŜǊ DǊŜŜƪ ƻǊ wƻƳŀƴ ƳƻŘŜƭǎ ƛŦ 
ǿŜ ŀǊŜ ōǳǘ Ƨǳǎǘ ŀƴŘ ǘǊǳŜ ǘƻ ƻǳǊ ƻǿƴ ƛƳŀƎƛƴŀǘƛƻƴǎέΦ

ÅBlake's Newton (1795) demonstrates his opposition to scientific materialism: 
bŜǿǘƻƴ ŦƛȄŜǎ Ƙƛǎ ŜȅŜ ƻƴ ŀ ŎƻƳǇŀǎǎ όǊŜŎŀƭƭƛƴƎ tǊƻǾŜǊōǎ уΥнтΣ Ψ²ƘŜƴ ƘŜ ǇǊŜǇŀǊŜŘ 
the heavens, IwasǘƘŜǊŜΥ ǿƘŜƴ ƘŜ ǎŜǘ ŀ ŎƻƳǇŀǎǎ ǳǇƻƴ ǘƘŜ ŦŀŎŜ ƻŦ ǘƘŜ ŘŜǇǘƘΩΣ ŀƴ 
important passage for Milton) to write upon a scroll that seems to be connected to 
his own head.

ÅBlake was born in Soho, the son of a hosier and he was taken from school when he 
was ten because of his headstrong nature. He was enrolled in a drawing school in 
the Strand. Blake was influenced by the Bible from his early years and he started 
engraving copies of drawings of Greek antiquities purchased by his father. He 
discovered the works of Raphael, Michelangelo and Albrecht Durer. He was 
apprenticed to an engraver when he was 15 for seven years and became an 
engraver. When he was 22 he attended the Royal Academy School and came to 
detest Joshua Reynolds. Blake married Catherine Boucher in 1782 and taught her 
to read and write and to engrave and she worked as his assistant through her life. 
Blake opened a print shop and mixed with Joseph Priestley, John Henry Fuseli, 
Mary Wollstonecraft and Thomas Paine. He had great hopes of the French 
Revolution but changed his views, like many others, following the Reign of Terror. 
In 1800 Blake moved to a cottage in FelphamSussex and in 1804 started work on 
Milton. In 1818 he met a young artist, John Linnell, and through him Samuel 
PalmerΦ Iƛǎ ƭŀǎǘ ǿƻǊƪ ǿŜǊŜ ƛƭƭǳǎǘǊŀǘƛƻƴǎ ŦƻǊ 5ŀƴǘŜΩǎ Divine Comedy. Close to death 
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he bought a pencil with his last shilling and continued working up to the day he 
died. It is reported that he ceased working and turned to his weeping wife and 
ǎŀƛŘΣ ΨStay Kate! Keep just as you are ςI will draw your portrait ςfor you have 
ever been an angel to meΦΩ IŜ ƭŀȅ Řƻǿƴ Ƙƛǎ ǇŜƴŎƛƭǎ ŀƴŘ ōŜƎŀƴ ǘƻ ǎƛƴƎ ƘȅƳƴǎ ŀƴŘ ŀǘ 
ǎƛȄ ƛƴ ǘƘŜ ŜǾŜƴƛƴƎ ƘŜ ŘƛŜŘΦ ! ŦŜƳŀƭŜ ƭƻŘƎŜǊ ǿƘƻ ǿŀǎ ǇǊŜǎŜƴǘ ǎŀƛŘΣ ΨL ƘŀǾŜ ōŜŜƴ ŀǘ 
ǘƘŜ ŘŜŀǘƘΣ ƴƻǘ ƻŦ ŀ ƳŀƴΣ ōǳǘ ƻŦ ŀ ōƭŜǎǎŜŘ ŀƴƎŜƭΦΩHis wife had to borrow the money 
from John Linnell to bury him.

ÅBlake was largely unrecognised in his lifetimehe is now considered the most 
significant figure in the history of poetry and the visual arts of the Romantic Age. 
One critic recently described him as the greatest artist Britain ever produced. This 
was on the basis that he is one of the few British artists to tackle all the most 
difficult questions of life and death, moral absolutes, the limits of perception and 
the tragedy of the dishonest way we live our day-to-Řŀȅ ƭƛǾŜǎΦ .ƭŀƪŜ ǿǊƻǘŜ ΨPity 
ǿƻǳƭŘ ōŜ ƴƻ ƳƻǊŜΣ κ LŦ ǿŜ ŘƛŘ ƴƻǘ ƳŀƪŜ ǎƻƳŜōƻŘȅ tƻƻǊΩΦ 

ÅFrom a young age, William Blake claimed to have seen visions. The first may have 
occurred as early as the age of four when, according to one anecdote, the young 
ŀǊǘƛǎǘ Ψsaw GodΩ ǿƘŜƴ DƻŘ ΨǇǳǘ Ƙƛǎ ƘŜŀŘ ǘƻ ǘƘŜ ǿƛƴŘƻǿΩΣ ŎŀǳǎƛƴƎ .ƭŀƪŜ ǘƻ ōǊŜŀƪ 
into screaming. At the age of eight or ten in Peckham Rye, London, Blake claimed 
ǘƻ ƘŀǾŜ ǎŜŜƴ Ψa tree filled with angels, bright angelic wings bespangling every 
ōƻǳƎƘ ƭƛƪŜ ǎǘŀǊǎΦΩ !ŎŎƻǊŘƛƴƎ ǘƻ .ƭŀƪŜϥǎ ±ƛŎǘƻǊƛŀƴ ōƛƻƎǊŀǇƘŜǊ DƛƭŎƘǊƛǎǘΣ ƘŜ ǊŜǘǳǊƴŜŘ 
home and reported the vision and only escaped being thrashed by his father for 
telling a lie through the intervention of his mother. Though all evidence suggests 
that his parents were largely supportive, his mother seems to have been especially 
so. Blake claimed to experience visions throughout his life. They were often 
associated with beautiful religious themes and imagery, and may have inspired him 
further with spiritual works and pursuits.

ÅBlake was ignored for a generation but following the publication of his biography in 
the 1860s he was taken up by the Pre-Raphaelites. He influenced the British 
surrealist artists such as Paul Nash and Graham Sutherland and in the 1950s the 
beat poets, such as Allen Ginsberg.
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William Blake, Songs of Innocence and of ExperienceΣ ǘƛǘƭŜ ǇŀƎŜΣ мтуфΣ Ψ.ŜƴǘƭŜȅΩ ǇƭŀǘŜǎ
Versions are held by, amongst others, the British Museum, Yale, Library of Congress, 
Huntington, Fitzwilliam

ÅSongs of Innocence and Experience are an illustrated collection of poems written, 
ƛƭƭǳǎǘǊŀǘŜŘ ŀƴŘ ǇǳōƭƛǎƘŜŘ ōȅ ²ƛƭƭƛŀƳ .ƭŀƪŜ ƻǾŜǊ ŀ ƴǳƳōŜǊ ƻŦ ȅŜŀǊǎΦ ΨLƴƴƻŎŜƴŎŜΩ ŀƴŘ 
Ψ9ȄǇŜǊƛŜƴŎŜΩ ŀǊŜ .ƭŀƪŜΩǎ ǊŜƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ aƛƭǘƻƴΩǎ ƳȅǘƘƛŎ ǎǘŀǘŜǎ ƻŦ ΨtŀǊŀŘƛǎŜΩ ŀƴŘ 
ǘƘŜ ΨCŀƭƭΩΦ .ƭŀƪŜ ƛǎ ŘŜǎŎǊƛōƛƴƎ ƳƻŘŜǎ ƻŦ ǇŜǊŎŜǇǘƛƻƴ ǘƘŀǘ ǿƻǳƭŘ ōŜ ŀŘƻǇǘŜŘ ōȅ ǘƘŜ 
Romantics. Blake believed thatchildhood is a state of protected innocence rather 
than original sin, but not immune to the fallen world and its institutions. This 
world sometimes impinges on childhood itself, and in any event becomes known 
ǘƘǊƻǳƎƘ ϦŜȄǇŜǊƛŜƴŎŜέ, a state of being marked by the loss of childhood vitality, by 
fear and inhibition, by social and political corruption, and by the manifold 
oppression of Church, State, and the ruling classes.

ÅBlake did not believe in any organised religion.
ÅThe workƛƴŎƭǳŘŜǎ ǘƘŜ ǇƻŜƳǎ Ψ¢ƘŜ CƭȅΩΣ ΨTygerΩ ŀƴŘ Ψ[ƻƴŘƻƴΩΦ
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William Blake (1757ς1827), Songs of Innocence and of Experience,The Tyger, 1795, 
relief and white-line etching with hand colouring, 19.6 x 13.6 cm, Huntington Library
ά²ƘƛǘŜ ƭƛƴŜέ ŜǘŎƘƛƴƎ ƛǎ ŀ ǇǊƻŎŜǎǎ ǿƘŜǊŜ ƛƴǘŀƎƭƛƻ ƭƛƴŜ ŜǘŎƘƛƴƎ ǇƭŀǘŜǎ ŀǊŜ ǇǊƛƴǘŜŘ ǳǎƛƴƎ 
surface rolling, creating prints with white not black lines. The crude look it produces 
was criticized at the time but was intentional. Blake may have intended to give an 
antique or primitive look that suggests the ancient origins of the text. 

ÅRomanticism was a rejection of the ideas of the EnlightenmentΣ ǘƘŜ Ψ!ƎŜ ƻŦ 
wŜŀǎƻƴΩ όмснлǎ ǘƻ мтулǎύΦ The Enlightenment believed that scientific progress and 
reason could solve all problems and it rejected conventional structures and figures 
of authority. It was promoted and discussed in coffee houses and Masonic lodges. 
It challenged institutions particularly the Catholic church. It believed society could 
be reformed with toleration, science and scepticism.

ÅPhilosophers including Francis Bacon (1562ς1626), René Descartes(1596ς1650), 
John Locke (1632ς1704), Baruch Spinoza (1632ς1677), Voltaire (1694ς1778), 
David Hume (1711ς1776), Immanuel Kant (1724ς1804), and Sir Isaac Newton 
(1642ς1727). Enlightenment ideas were spreadōȅ 5Ŝƴƛǎ 5ƛŘŜǊƻǘΩǎ Encyclopedia
(1751-72) ŀƴŘ ±ƻƭǘŀƛǊŜΩǎ Philosophical Dictionary (1764).

Å It was associated with the scientific revolution, spearheaded by Newton, and an 
increase in literacy. Some of these ideals proved influential and decisive in the 
course of the French Revolution, which began in 1789. After the Revolution, the 
Enlightenment was followed by an opposing intellectual movement known as 
Romanticism.
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William Blake, London, from Songs of Experience, 1794

ÅLondon is a poem by William Blake, published in Songs of Experience in 1794. It is 
one of the few poems in Songs of Experience which does not have a corresponding 
poem in Songs of Innocence.

ÅThe use of the word 'Chartered' is ambiguous and goes against control and 
ownership. It may express the political and economic control that Blake considered 
London to be enduring at the time of his writing. Blake's friend Thomas Paine had 
criticised the granting of Royal Charters to control trade as a form of class 
oppression. However, 'chartered' could also mean 'freighted', and may refer to the 
busy or overburdened streets and river, or to the licensed trade carried on within 
them.

Notes
Å! ōŀƴ ƛǎ ŀ ǇǊƻƘƛōƛǘƛƻƴ ƻǊ ŀƴȅ ŦƻǊƳ ƻŦ ǊŜǎǘǊƛŎǘƛƻƴΦ {ƻΣ ΨLƴ ŜǾŜǊȅ ǾƻƛŎŜΥ ƛƴ ŜǾŜǊȅ ōŀƴΣ 

The mind-forg'dƳŀƴŀŎƭŜǎ L ƘŜŀǊΩ Ŏŀƴ ōŜ ƛƴǘŜǊǇǊŜǘŜŘ ŀǎ ƳŜŀƴƛƴƎ ǘƘŀǘ ƛƴ ŜǾŜǊȅǘƘƛƴƎ 
ƘŜ ƘŜŀǊǎ ǎŀƛŘ ŀƴŘ ƛƴ ǊŜǎǘǊƛŎǘƛƻƴ ŀƴŘ ǇǊƻƘƛōƛǘƛƻƴ ǘƘŜ ǇŜǊǎƻƴΩǎ ƳƛƴŘ ƛǎ ōŜƛƴƎ ǎƘŀŎƪƭŜŘ 
by their own constricted thinking and beliefs. So people are imprisoned not just by 
poverty but by the way they think.

London by William Blake

I wander thro' each charter'dstreet,
Near where the charter'dThames does flow. 
And mark in every face I meet
Marks of weakness, marks of woe.

In every cry of every Man,
In every Infants cry of fear,
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In every voice: in every ban,
The mind-forg'dmanacles I hear 

How the Chimney-sweepers cry
Every blackningChurch appalls, 
And the hapless Soldiers sigh
Runs in blood down Palace walls 

But most thro' midnight streets I hear
How the youthful Harlots curse
Blasts the new-born Infants tear 
And blights with plagues the Marriage hearse 
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J. M. W. Turner (1775ς1851), Hannibal and his Men crossing the Alps,1810-1812, 
144.7 × 236 cm, Tate Britain

ÅHannibal was a Punic (Carthagianian) military commander generally considered 
one of the ƎǊŜŀǘŜǎǘ ƳƛƭƛǘŀǊȅ ŎƻƳƳŀƴŘŜǊǎ ƛƴ ƘƛǎǘƻǊȅΣ ŀ wƻƳŀƴǘƛŎ ΨƘŜǊƻΩ. One of his 
most famous achievements was at the outbreak of the Second Punic War, when 
he marched an army, which included elephants, from Iberia over the Pyrenees 
and the Alps into Italy. In his first few years in Italy, he won three dramatic 
victories, in which he distinguished himself for his ability to determine his and his 
opponent's strengths and weaknesses, and to play the battle to his strengths and 
the enemy's weaknessesτand won over many allies of Rome. Hannibal occupied 
much of Italy for 15 years, but a Roman counter-invasion of North Africa forced 
him to return to Carthage, where he was decisively defeated by Scipio Africanusat 
the Battle of Zama. 

Å¢ƘŜ ǇŀƛƴǘƛƴƎ ŘŜǇƛŎǘǎ IŀƴƴƛōŀƭΩǎ ǎǘǊǳƎƎƭŜ ǘƻ cross the Alps in 218 BCE opposed by 
nature and local tribes. A black storm cloud dominates the sky and threatens to 
swamp the soldiers while an avalanche descends on the right. We are looking 
from the Alps down into the sunlit plains of Italy and at the front of the army it 
might be Hannibal riding an elephant. The rear of the army is fighting Salassian
tribesmen (Italian Celts) as described in histories of the period. Turner saw 
parallels between Hannibal and Napoleon and between the Punic Wars between 
Carthage and Rome and the Napoleonic Wars between Britain and France. 
Identifying Napoleon and France with Hannibal and Carthage was unusual 
because as a land power with a relatively weak navy, France was more usually 
identified with Rome, and the naval power of Britain drew parallels with Carthage.

ÅPossible influences are  Jacques-Louis David's portrait of Napoleon Crossing the 
Alps, of Napoleon leading his army over the Great St Bernard Pass in May 1800, 
which Turner had seen during a visit to Paris in 1802. Also, possibly an oil painting 
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of Hannibal's army descending the Alps into northern Italy by watercolourist John 
Robert Cozens, A Landscape with Hannibal in His March over the Alps, Showing to 
His Army the Fertile Plains of Italy, the only oil painting that Cozens exhibited at 
the Royal Academy. Thomas Gray speculated that Salvator Rosa could have painted 
ϦIŀƴƴƛōŀƭ ǇŀǎǎƛƴƎ ǘƘŜ !ƭǇǎά ŀƴŘ ŀƴƻǘƘŜǊ ǎǇǳǊ ŎƻǳƭŘ ƘŀǾŜ ōŜŜƴ ǘƘŜ Ǿƛǎƛǘ ƻŦ ŀ 
delegation from the Tyrol to London in 1809, seeking support to oppose Napoleon.
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J. M. W. Turner (1775ς1851), Snow Storm, or Snow Storm: Steam-Boat off a Harbour's 
Mouth, (full title: Snow Storm - Steam-Boat off a Harbour's Mouth Making Signals in 
Shallow Water, and going by the Lead. The Author was in this Storm on the Night the 
Ψ!ǊƛŜƭΩ ƭŜŦǘ IŀǊǿƛŎƘ),c. 1842, 91 x 122 cm, Tate Britain

Å!ƭǘƘƻǳƎƘ ŎǊƛǘƛŎƛȊŜŘ ōȅ ŎƻƴǘŜƳǇƻǊŀǊȅ ŎǊƛǘƛŎǎΣ ƻƴŜ ŘŜǎŎǊƛōŜŘ ƛǘ ŀǎ Ψsoapsuds and 
whitewashΩΣ WƻƘƴ Ruskin commented in Modern Paintersόмупоύ ǘƘŀǘ ƛǘ ǿŀǎ Ψone of 
the very grandest statements of sea-motion, mist and light, that has ever been 
Ǉǳǘ ƻƴ ŎŀƴǾŀǎΩ. wŜǇƻǊǘŜŘƭȅ ¢ǳǊƴŜǊ ǿŀǎ ƘǳǊǘ ōȅ ǘƘŜ ŎǊƛǘƛŎƛǎƳΣ ǊŜǇŜŀǘƛƴƎ ΨǎƻŀǇǎǳŘǎ 
ŀƴŘ ǿƘƛǘŜǿŀǎƘΩ ƻǾŜǊ ŀƴŘ ƻǾŜǊ ŀƎŀƛƴΣ ŀƴŘ ǎŀȅƛƴƎΣ Ψ²Ƙŀǘ ǿƻǳƭŘ ǘƘŜȅ ƘŀǾŜΚ L ǿƻƴŘŜǊ 
ǿƘŀǘ ǘƘŜȅ ǘƘƛƴƪ ǘƘŜ ǎŜŀϥǎ ƭƛƪŜΚ L ǿƛǎƘ ǘƘŜȅϥŘ ōŜŜƴ ƛƴ ƛǘΩΦ wǳǎƪƛƴ ŎƻƳƳŜƴǘŜŘΣ ΨIt is 
thus, too often, that ignorance sits in judgment on the works of geniusΩΦ aƻǊŜ 
recently, art historian Alexandra Wettlauferwrote that the painting is one of 
¢ǳǊƴŜǊϥǎ Ψmost famous, and most obscure, sublime depictionsΩΦ

ÅThere is a story that Turner asked to be tied to the mast of a steam-ship during a 
nocturnal storm at sea, to experience the feeling of it, and was there for four 
hours. He was 67 years then. Some later commentators doubt the literal truth of 
ǘƘƛǎ ŀŎŎƻǳƴǘΦ hǘƘŜǊ ŎǊƛǘƛŎǎ ŀŎŎŜǇǘ ¢ǳǊƴŜǊϥǎ ŀŎŎƻǳƴǘΣ ŀƴŘ ƻƴŜ ǿǊƻǘŜΣ ΨIŜ ŜƳǇŀǘƘƛȊŜŘ 
ŎƻƳǇƭŜǘŜƭȅ ǿƛǘƘ ǘƘŜ ŘȅƴŀƳƛŎ ŦƻǊƳ ƻŦ ǎƻǾŜǊŜƛƎƴ ƴŀǘǳǊŜΦΩ ¢Ƙƛǎ ƛƴǎŎǊƛǇǘƛƻƴ ŀƭƭƻǿǎ ǳǎ 
to better understand the scene represented and the confusion of elements.

ÅThe paddle steamerΩ!ǊƛŜƭΩwas formerly called theΩ!ǊǊƻǿΩ, being built in 1821-
1822. In 1837 she was acquired by the Admiralty and renamedΩ!ǊƛŜƭΩ, and was 
used as the Dover packet up to 1846. This is a late Turner when he was at the peak 
of his ability to capture theterror and awe caused by the power of the sea during 
a violent storm. Turner uses different layers of paint which are brought to life by 
the intensity of his brushstrokes. The palette is limited to similar tones of greens, 
browns and greys and Turner draws us into the central action by using pale, silvery 
grey wrapped in the dark brown smoke from the steamship and its hull.
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J. M. W. Turner (1775ς1851), Slavers throwing overboard the Dead and Dying τ
Typhoon coming on όΨ¢ƘŜ {ƭŀǾŜ {ƘƛǇΩ), 1840, 90.8 × 122.6 cm, Museum of Fine Arts, 
Boston

ÅThis perhaps most famous seascape after The Fighting Temeraire, he was inspired 
to paint The Slave Ship in 1840 after reading The History and Abolition of the Slave 
Tradeby Thomas Clarkson. In 1781, the captain of the slave ship Zonghad ordered 
133 slaves to be thrown overboard so that insurance payments could be 
collected. This event probably inspired Turner to create his landscape and to 
choose to coincide its exhibition with a meeting of the British Anti-Slavery Society. 
Although slavery had been outlawed in the British Empire since 1833, Turner and 
many other abolitionists believed that slavery should be outlawed around the 
world. 

ÅThe sails are furled as it prepares for a typhoon. There are a number of chained 
bodies in the foreground indicating they are slaves thrown overboard. One can see 
fish and sea monsters swimming in the water. Objects are defined by their colour 
rather than by their outlines and the predominant colour is red of blood and 
death.

ÅThe indistinct shapes, the emphasis on colour and emotion are typically Romantic 
and the focus is on nature as superior to man. The tiny figures and small shift 
further place the emphasis on the power of nature and the insignificance of man. 
This is enhanced by the quick, frenzied brushstrokes. The idea of the sublime is 
demonstrated by the utter powerlessness and terror of humanity in the face of 
nature.

ÅSome have seen the painting as an allegory of the exploitation of human labour 
associated with capitalism and the storm is either the coming collapse of 
capitalism as it is overwhelmed by its own immorality or the storm demonstrates 
ǘƘŀǘ ŀƭƭ ƳŀƴΩǎ ŜŦŦƻǊǘǎ ŀǊŜ ƛƴǎƛƎƴƛŦƛŎŀƴǘ ōŜŦƻǊŜ ǘƘŜ ǇƻǿŜǊ ƻŦ ƴŀǘǳǊŜΦ

ÅJohn Ruskin, who was the first owner of The Slave ShipΣ ǿǊƻǘŜΣ ΨIf I were reduced 
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to rest Turner's immortality upon any single work, I should choose thisΦΩ
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J. M. W. Turner (1775ς1851), The Burning of the Houses of Lords and Commons, 16th 
October, 1834,1834 or 1835, 92.1 x 123.2 cm, Philadelphia Museum of Art
Joseph Mallord William Turner (1775ς1851), The Burning of the Houses of 
Parliament, c.1834ς5, watercolour and gouache on paper, 30.2 x 44.4 cm, Tate

ÅTurner painted two oil paintings of the fire that broke out in the Palace of 
Westminster on the evening of 16 October 1834. Turner witnessed the fire from 
the south bank at Westminster and made sketches from different points, including 
possibly from a rented boat. The first painting was exhibited at the British 
Institution in February 1835 and shows the fire consuming the chamber of the 
House of Commons in St Stephens Hall. In the distance the towers of Westminster 
Abbey can be seen illuminated by the fire.

ÅThe distorted perspective of Westminster Bridge intensify the drama. The next day 
The Times ǿǊƻǘŜ Ψ{ƘƻǊǘƭȅ ōŜŦƻǊŜ т ƻϥŎƭƻŎƪ ƭŀǎǘ ƴƛƎƘǘ ǘƘŜ ƛƴƘŀōƛǘŀƴǘǎ ƻŦ ²ŜǎǘƳƛƴǎǘŜǊΣ 
and of the districts on the opposite bank of the river, were thrown into the utmost 
confusion and alarm by the sudden breaking out of one of the most terrific 
conflagrations that has been witnessed for many years past....The Houses of the 
[ƻǊŘǎ ŀƴŘ /ƻƳƳƻƴǎ ŀƴŘ ǘƘŜ ŀŘƧŀŎŜƴǘ ōǳƛƭŘƛƴƎǎ ǿŜǊŜ ƻƴ ŦƛǊŜΦΩ

ÅMany saw this as divine retribution for the passing of the Reform Act of 1832 and 
the fortuitous destruction of the poor architecture of some extension buildings by 
others. The House of Lords had recently been rebuilt in a mixture of neo-Classical 
by Sir John Soane and neo-Gothic by James Wyatt and some saw the burning as 
DƻŘΩǎ ŘƛǎǇƭŜŀǎǳǊŜ ǿƛǘƘ ǘƘŜ ǊŜǎǳƭǘƛƴƎ ŀŜǎǘƘŜǘƛŎ ƳŜǎǎΦ

ÅSome thought the fire was an arson attempt but it was caused by the excessive 
ōǳǊƴƛƴƎ ƻŦ ΨǘŀƭƭƛŜǎΩΦ ¢ƘŜǎŜ ŀǊŜ ǎǉǳŀǊŜ hazelwoodsticks notched to show amounts of 
tax paid or deposited and then split in half to record the transaction. The system 
went back to William the Conqueror. Two cartloads of tallies had accumulated and 
the Board of Works decided to burn them in stoves. The two workers assigned 
were overly enthusiastic and despite warnings from the housekeeper who told 
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