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PREFACE

Throughout this thesis the prose quotations from Milton

are taken from The Works of John Milton (18 vols., Columbia Uni-

versity Press, 1931-1938), and the references are to volume and
page. The poetry quotations from Milton are taken from The Poeti-

cal Works ci John Milton, edited by H. C. Beeching (Oxford Uni-

versity Press, 1952). For the short poems, the references are to
page number; for the long poems, the references are to line number.

The author wishes to thank the following for permission to
reproduce the illustrations appearing in this thesis: The Henry E,
Huntington Library and Art Gallery, San Marino, California, for
plates 1, 4-13, 18, 22-47, and 55-56; The Fondren Library, The
Rice Institute, for plates 2, 3, 14-15, 19-21, 48, 57-60; The
Princeton University Press, Princeton, New Jersey, for plates
16, 17, and 50-54.

Grateful acknowledgment is made to Professor George Wes-
ley Whiting, The Rice Institute, for all his scholarly suggestions and
for his searching examination of the whole manuscript; to Mrs.
Margaret T. Hunter, Librarian of the Huntington Art Gallery, for all
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CHAPTER 1

INTRODUCTION

Readers of English literature are aware of the profoundly complex
changes in form, content, and the whole spiritual outlook that took place
in the prose and poetry of the sixteenth century as the result of contact
with the literature of Greece and Rome and Renaissance Italy--changes
that gradually achieved the transition from medieval to modern modes of
thought and feeling. But they are frequently less vividly aware that during
the same period the visual arts were also passing through a development
equally significant and illuminative of the forces that were transforming
the soul of Western civilization. The most vital difference between the
visual arts in antiquity and in modern times is that now they tend to address
themselves more and more to the actual needs of men, while in olden times
they were supposed to serve some more than human purpose. 1

2 manner, both

The English had built for four centuries in the Gothic
for domestic and for public purposes. This art of building had been imported
from France, the country which had taken the lead in art during the Middle
Ages. Through the years the English bishops and master masons had im-
planted their personalities and temperament into the designs to make the
English churches more massive and less lofty than the cathedrals at Chartres
and Amiens. Within the walls of Old London alone there were ninety odd

Gothic churches. The national temperament, conservative and tenacious of

whatever custom has familiarized, viewed with distrust the '"new fashion"



as John Shute, whom the Duke of Northumberland had sent to Italy in 1550,
termed the Italian Renaissance style. But with Henry VIII's dissolution of
the monasteries and a sudden accession to great wealth of a numerous class
of new men, the latest fashion from overseas had appeared in the homes of

the nouveau riche and at Court in chimney-pieces, doorways, and gateways

in the form of the classical Orders. The English were borrowing artistic
ideas again; this time Greek and Roman ones via Renaissance Italy. In the
wake of Italian merchants who had come to London for trade and of Italian
craftsmen imported by Cardinal Wolsey in the reign of Henry VIII many
Renaissance ideas crossed the channel. But after Wolsey's fall the direct
importation of Italian skill virtually ceased, and again artistic ideas were
borrowed from France for the next forty years. 3 Under Elizabeth I,when
trade declined with Italy and increased with the Low Countries, artistic
ideas came to England through Holland, Germany, and the Netherlands. The
interpretation of classical design by the Antwerp school was ''provincial and
excessively mannered. . .seizing on minor details and giving them an af-
fected and illogical importance, " but it exercised far more influence in
England than anything coming directly from Italy. 4

Low Country training in architecture and sculpture, carefully
fostered by the Protestant Tudors, persisted during the reigns of the first
two Stuarts. > However, the Stuarts lacked the shrewd intuition for the feel-
ings of the common people which the Tudors had. Though the mythical an-
cestry of the Tudors went back to King Arthur, Elizabeth I had a nearer

progenitor, a great-grandfather, who was a London merchant. Also such



Dutch, Flemish, and French pattern books as Architectura (Antwerp, 1577)

by De Vries; Architectura (1598) by Wendel Dietterlin; Premier Livre d'

architecture (1616) by Jacob Francart; Architectura Moderna (Amsterdam,

1631) by Hendrik de Keyser; and Palazzi di Genova (1622) attributed to

Rubens were used by native English builders (tradesmen-designers) to
graft new details onto old Gothic forms and floor plans. 7 Building was still
of the Tudor-Gothic tradition, capable more and more of being made the
medium of new arrangements of plan and of details. Classical architecture
in England made its way not as a mode of building but as a mode of deco-
ration applied to the old stock of English tradition. 8
In Miiton's London Sir Henry Wotton and John Evelyn together

with such builders as Inigo Jones, John Webb, and Sir Roger Pratt were
advocating the Renaissance manner of building; but it was not yet popular,
and few buildings in this style were actually constructed. Comments from
contemporary architects present the situation:

You should get some ingenious gentleman who has seen much of that

kind abroad and been somewhat versed in the best authors of archi-

tecture: viz. Palladio, Scamozzi, Serlio, etc., to do it [the design of

your house / for you, and to give you a design of it on paper, though

but roughly drawn (which will generally fall out better than one by a

home-bred architect for want of his better experience as is daily seen.
This reliance on foreign design was recognized by no less an authority than
Christopher Wren, who remarked to the committee of Christ's Hospital on
24 November 1692:

It was observed by somebody that our English artists are dull enough at

invention, but when once a foreign pattern is set they imitate it so well,

that commonly they exceed the original--I confess this observation is
generally true,



Although it is a phase of their culture which English historians of
British art acknowledge but do not insist upon, England in her effort
to supply the artistic needs of her aristocracy has always been more
than most European countries dependent upon the assistance of foreign

11

craftsmen. In the 1946-47 Catalogue of the Royal Academy Exhibi-

tion of the King's Pictures, only twenty-two out of the one hundred

seventy-one artists whose works were shown were British, and these

are certainly not the important ones. 12

It is relevant to rellect that a scheme for the foundation of an
academy of arts and sciences was seriously proposed to King
James I, but did not mature either in his reign or that of the
art-loving Charles. It is very significant too that the first
academy to be founded under royal patronage in England is the
Royal Society, which has become the most famous scientific
body in the world. This foundation came at a time /1662/ of
marked intellectual curiosity, at what would now be called a
time of reconstruction, after a war in which national faith and
political convictions had been sadly and severely tried and tested. 13

Christopher Wren was trained at Oxford as a scientist in astronomy dur-
ing the Commonwealth, and held the chair of astronomy at Gresham
College in 1657. Science was the strongest intellectual force in that day--
in the form of astronomy, mathematics, and anthropology--and the ear of
science began to eclipse the era of art, in England as well as in Europe.
Not until 1711, thirty-seven years after Milton's death, was an academy
of art instituted in London by Gottfried Kneller, a German. 14
After 1500 Italy with its court culture and the Dutch and Flemish

Netherlands with their culture of burghers took the lead in art. Long be-

fore Milton's day the grezt period of the Renaissance on the continent had
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passed. Leonardo da Vinci had died in 1519; Raphael, in 1520; Michelangelo,
in 1564; and Titian,in 1576. There are no names of English painters of the
front rank during all these years of achievement. Under the Tudors the re-
cord of pa.intihg in England is not a record of English painting. Hans Hol-
bein was not invited to England by Henry VIII, but first came in 1526 on his
own initiative in the hope of finding work. He was young and little known
and had only the lukewarm encouragement of Sir Thomas More; regular em-
ployment from the Court did not come until late in life, and then at low
rates, 13 Henry VIII was not a considerable patron of the art of painting and
never appreciated Holbein's potential capacity as an artist. Tapestries, on
which he spent relatively large sums, were the chief adornments of the
walls of his palaces. 16 Compared with his contemporary Francis I of France,
who was an amateur painter as well as a patron of the art and invited the
best painters from all countries of Europe to his realm--even Leonardo da
Vinci,Benvenuto Cellini, and Primaticcio--Henry VIII's interest in the arts

paleB. 17

Even though the account books of Henry VIII show that some of
the many Italians who came to his court were artists, the remarkable thing
is that none of the first importance were attracted there. 18 Cardinal
Wolsey had imported more Italian artists than Henry VIII did. Nor did the
other Tudors do much about fostering painting. Nor did James I. Conse-
quently it was left to Charles I. In the limited circle of his Court the years
1630-40 are a period of brilliant artistic achievement, full of promise.

But the outbreak of the Civil War brought all this to an end. It is signifi-

cant that neither Holbein in the sixteenth nor Van Dyck in the seventeenth



century brought into being a native school of painting on English soil.
Now English drawings of the sixteenth century can literally
be counted on the fingers of the two hands; of engravings there may be
one or two hundred. Not until the middle of the seventeenth century is
there an English engraver with any number of works to his name, and
the English paintings of the same century are the veriest fraction of
what has survived in other countries. When compared to the rest of
~Europe, England lacked any real English school of art throughout the
seventeenth century. 19
Since no nation can be described as inartistic and since no
nation has ever cultivated the arts for their own sake, there must be a
possible answer to the question of why it is that England in the sixteenth
and sevez;teenth centuries was not quickened with the rest of Europe to
found a tradition in the visual arts which might have been as great as the
tradition of English literature. It has been said that the cast of the
English mind has always been more literary than pictorial, that it con-
ceives art as an illustration rather than a creation--a something that
helps out history and the gospels rather than a complete entity in itself.
There is something in the statement. Beyond doubt England shows its
literary bias in its art. For literature was as native to the island as art
was foreign to it. The poet dates from the earliest times, ''The Seafarer'
in the Exeter Manuscript,for example, and the appeal to the ear by
language and music has always been the chief avenue of approach to the

English understanding. 20



C. H. Collins Baker and W. G. Constable have explained why
in the sixteenth and seventeenth centuries the English did not found a
native school in painting, and the explanation is apropos of the other

visual arts as well:

On the economic side there was not sufficient bulk of employ-
ment to maintain the necessary number of studios or workshops in
England in the early sixteenth century; these had not only to be main-
tained but almost established afresh: the religious houses which had
been the great schools and workshops of the past were anyhow in
decline and then had to go altogether....

Yet, on the other side, it cannot be said that the arts were
altogether in decay in England. Men still built themselves houses
and tombs, gardens, and furniture, and in these domestic arts
native genius found expression in no uncertain way....The English-
man of then tended as now to centre his life on his house, and what
he had in his house he liked to be able to use. Pictures were
largely furnishings or embellishments to remind him of his ancestors
and family or of his own pleasures, and that is why portraits and
sporting scenes so often make up the bulk of an older English col-
lection. It would be unjust to assume that most men were insensible
even if ignorant, that only a few finer, more travelled minds
realized the achievements of European art of the time.

On the physical side again, England has no land frontiers,
consequently once political and religious upheaval had caused a
break in tradition it was not easy to get a new one established.
Holland of the seventeenth century, in spite of similar upheavals,
produced a great school of painters. England had to wait another
hundred years.

It is not difficult to multiply economic excuses, but in all
situations of this kind there is a human factor at least as strong as
the material. To answer the question fully on its spiritual side
might require that definitive essay on the English temperament for
which the world still waits. Such an essay may be usefully imag-
ined though it cannot be attempted here. Perhaps it is a fact that
the English temperament does not easily express itself in terms of
painting: the English School has in its time produced artists of
extraordinary individual genius and it is true also to say that all
the great painters have been individualists far more than leaders
of a school deeply conscious of its traditions.

The visual arts belong to the larger background of Milton's

cultural experience and are an aspect of 'civilitie, né2 as he expresses
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the fine arts in The Ready and Easy Way to Establish a Free Common-

wealth, yet they are separate from religion:

And this I finde to have bin practisd in the old Athenian Commonwealth,

reputed the first and ancientest place of civilitie in all Greece; that
they had in thir several cities, a peculiar; in Athens, a common gov-
ernment; and thir right, as it befell them, to the administration of
both. They should have heer also schools and academies at thir own
choice, wherin thir children may be bred up in thir own sight to all
learning and noble education not in grammar only, but in all liberal
arts and exercises. This would soon spread much more knowledge
and civilitie, yea religion through all parts of the land, by communi-
cating the natural heat of government and culture more distribu-
tively to all extreme parts, which now lie numm and neglected,
would soon make the whole nation more industrious, more ingenuous
at home, more potent, more honorable abroad.
This study nowhere shows that Milton ever put his love of the visual
arts, or indeed his love of poetry, philosophy, oratory, or music above
his consistent Christianity, but it gives ample proof of his observation
of and interest in the wide range of the visual arts as they existed in
his London. It has been declared that Milton was indifferent to the
visual arts and that his references to painting, tapestry, sculpture,
and architecture are inconsiderable. 24 On the other hand it has recently
been maintained that Milton's ''images drawn from the various arts
have a considerable scope and significance. They make it clear that
Milton can reconcile aesthetic enjoyment with moral earnestness. w25
What is the comparative standard when one states that Milton was or
was not indifferent to the visual arts? It could be argued that it is
more accurate to say the English nation was indifferent to the visual

arts in the seventeenth century, and that Milton, because of his obser-

vation and appreciation of architecture, tapestry, painting, engraving,



sculpture, and goldsmiths' work, was as an Englishman unusually sensi-
tive to these arts. Milton's idea of the purpose of the arts is expressed

in The Art of Logic:
For just as the precepts of logic are to be understood as applying to
everything, so the precepts of all the arts are to be understood of
every time; therefore they are said to be eternal and of eternal
truth. (The Art of Logic, X1, 31)

In 1655 Milton states that no Englishman thinks more highly of the arts

of the Low Countries than he:

You are indeed greatly deceived, if you think there is any Englishman
more friendly, more closely allied in heart, to the United Provinces,
than myself; if you imagine there is any one who thinks more highly

of that republic; who prizes more and who oftener applauds their in-
dustry, their arts, ingenuity, and liberty;...(Pro Se Defensio, IX,105)

Most of the architecture, sculpture, and engraving other than Gothic
which Milton actually saw in Old London came from Low Country ideas
and craftsmen.

However Milton says he chose to go to Italy rather than to Holland
because he '"knew, and had found before, that it /_\yas_/ the retreat of

civility and of all polite learning" (Second Defense, VII, 115). He
26

maintains that Italy and Greece are the civilest™" nations of Europe:
I am now to write of what befell the Britains from fifty and three
years before the Birth of our Saviour, when first the Romans came
in, till the decay and ceasing of that Empire; a story of much truth,
and for the first hunderd years and somwhat more, collected without
much labour. So many and so prudent were the Writers, which those
two, the civilest, and the wisest of European Nations, both Italy and
Greece, afforded to the actions of that Puissant Citty. For worthy
deeds are not often destitute of worthy relaters: as by a certain
Fate great Acts and great Eloquence have most commonly gon hand
in hand, equalling and honouring each other in the same Ages.
(History clf Britain, X, 32)
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Though Italy was on the lips of Englishmen, the evidence shows that
France and the Low Countries were the real source of the existing arts
in England at this time. Before a final estimate of Milton's references
to- the visual arts can be had, what there was to see in Old London and
in the places he visited in Italy and France will have to be ascertained.

It was into a medieval city that John Milton was born on Bread
Street,near Cheapside on the one hand and St. Paul's on the other,on 9
December 1608, the year after Jamestown was settled in America.
Shakespeare was still in town, and for three years Old London housed
these two poets in buildings not very far apart. Milton was born into a
liberal, puritan home. His brother Christopher grew up in the same
home to be a Royalist and a Catholic. 27 The elder Milton was inter-
ested in other arts than that of music, for in 1618 he commissioned
young Cornelius Johnson (or Janssen) to paint his son's portrait. As
far as present knowledge goes, Johnson is the first native-born master
of the single-head British portraiture tradition. 28 In 1908 his Milton
portrait (the history of which can be traced continuously) owned by J.
Passmore-Edwards was lent to the Milton Tercentenary Exhibition at
Cambridge, where its appearance created a sensation. 29

London was a walled town with several gates, surrounded by
many villages which were declared suburbs in 1526 by an Act of

Parliament which regulated the extent of jurisdiction given to the wardens

of certain City companies with respect to the control of apprentices of
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the trades within two miles of the City, 30 Today the best impression of
the English medieval street may be gained from continental towns, such
as Bruges in Belgium or Rothenburg-on-Tauber in Bavaria, which is
perhaps the most perfect medieval town in Europe. 31 It is impossible to
state with accuracy the exact population of London at any time in the
seventeenth century, only estimates can be made. The first definite in-
formation is the census of 1801, 32 Th;'ee-fourths of the century was
punctuated with periodic attempts to curb the natural and inevitable
growth of the City., Elizabeth I, James I, Charles I, Cromwell, and
Charles II issued proclamations against building in and around London,
but they were not always obeyed. 33 with the gradual decline of Venice
and Genoa and the fall of Antwerp in 1585, London gradually became the
economic capital of Europe. The ambition of every provincial apprentice
was to go to London, where he might grow rich and become an alderman
or even lord mayor. London was essentially the creation of tradesmen
and the citizenry took great pride in their city. Although the court might
reside in the curtilage of the city, the tone and quality of London were

determined by Cheapside rather than Whitehall. 34

But it was a con-
gested and pestiferous town, and there were many plagues, not just the
one in 1665. The Great Fire in 1666 is considered by some a blessing
rather than a curse.

Whether one stood on Stamford Hill north of the City as James I
did on 7 May 1603 (P1, 1),when the lord mayor and the aldermen met him

35

here on his first public entry into London, or whether one went for a

day of pleasure across the only bridge over the river to Southwark to the
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inns, the play houses, the bear-baiting bowls,or the parks, the church
spires and towers were a conspicuous feature in a distant view of Lon-
don, more especially in that view from the south side of the Thames
with the river as foreground. Visscher's '"Long View' (Pls. 2 and 3),
dated 1616, gives this in a striking manner and shows many towers and
spires not depicted in even Wenceslaus Hollar's "London from Bankside, "
engraved 1647, 36 Milton was impressed with this sky line of his home
town when, in his younger days at Cambridge, describing the river in
""At a Vacation Exercise' (p. 81), he called it "Royal Towred Thame. "

The next few chapters will present a closer view of the con-

dition of the arts in Old London.
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CHAPTER 11
PICTORIAL ART IN OLD LONDON

PAINTING

The purging of the ecclesiastical buildings in England which
has left nothing hut odds and ends of English Gothic painting1 was begun
by Henry VIII (1509-1547), continued under Edward VI, Mary, and Eliz-
abeth I, and completed under the Commonwealth, mainly by the decree
of the Long Parliament in 1643,when the moderate or Presbyterian
faction was in the majority.

The majority of noblemen and squires (the civil wars saw
the rise of a '"new'" gentry, landlords of merchants from the middle
ranks, 2 at the expense of the Crown),no matter how exalted their social
status in the county, paid little if any attention to the arts. They cared
a bit about their comfort and a good deal more about their dignity and
prestige. There were exceptions, of course, such as Sir Nathaniel
Bacon, Sir William Paston, Duke of Buckingham, and Lord Arundel.
Painters were creatures exotic and classless whose art men of birth
would rarely condescend to practice. Usually they were foreigners and
papists and so politically and socially suspect. Generally the peasantry
lacked the means to be interested in the arts, but they copied the example
of the gentry when they could afford it.

But a taste for painting was slowly growing in England ,though
not much proof of this now rema.ins. In his Description of England

(1577 and 1587), William Harrison left pictures out when he described

15
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the furnishings of noblemen, knights, and merchants,who ''in neatnesse
and curiositie exceed all other." The things he mentioned were tapestry,
silver plate, Turkey work, pewter, brass, and fine linen; even the in-
ferior artificers and many farmers had plate, tapestry and silk hangings

3 paul

on their beds and carpets and fine napery on their tables.
Hentzner writing about his travels in England in 1598 noted '"their beds
are covered with tapestry, even those of farmers, " 4 but he does not

speak of paintings except in the Royal Palaces. But Thomas Deloney

speaks of portraits in Jack of Newbury of 1592; however, not every citi-

zen could have possessed ''fifteene faire Pictures...couered with
Certaines of greene silke, fringed with gold,' which Jack of Newbury,
the clothier, has in his wainscoted parlor, but every citizen would have
approved the sentiments reflected in those pictures, all of which por-
trayed some hero who, from the station of laborer or tradesman, had
""been aduanced to high estate and Princely dignities, by wisedome,
learning and diligence." > Naive though the artistic sense of the com-
moners may have been, the aesthetic consciousness of plain men and
women was growing with a vigor stimulated by increasing wealth, which
plac;ed within reach of the multitude painted pictures, tapestries, and
otker handiwork of sundry native and foreign craftsmen. As the citizen-
ry accumulated the means they went in especially for improving their
homes with portraits of family members and with pictures of hunting
scenes.

Richard Haydocke, in his translation A Tracte Containing The
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Artes of curious Paintinge Caruinge & Buildinge by Giovanni Lommazzo

(1598),greatly deplored the English lack of artistic feeling and the al-
leged decay of the arts, the cause of which he ascribed largely to the
fact that the purchaser would not pay well for the work of art, and in
consequence the artist would not do his best. Haydocke hoped to im-
prove the taste of the multitude and to help create a cultivated class of
patrons who might encourage art. In order that the artist may not be
hampered by the bad taste '"amongst the ordinarie sorte,' he asserts in
his introduction that he has ''taken paines, to teach the one to iudge and
the other to worke." But from his words it is evident that the English

were then beginning to appreciate paiating. 7 In Palladis Tamia (1598)

Francis Meres has a lengthy list of names of English painters, 8 though
no one has yet figured out just what names belong to which pictures that
have come down to us.

In 1624 Sir Henry Wotton, the first known critic of Milton's
poetry, wrote of painting together with sculpture as being the hand-
maidens, the inside and outside ornaments of architecture. He pointed
out that ''these delightful Crafts may be divers wayes ill applyed in a
Land, " that both painting and sculpture may be used lasciviously and
superstitiously. 10

Sir Gearge Buck, one of the Gentlemen of Charles I's Privy
Chamber and Master of his Majesty's Office of the Revels, in his Third
University appended to Edmund Howes edition of Stow's Annales in 1631

observes :
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But this /Graphice or Paynting/is an Art now not accounted ingenu-
ous or fit for a Gentleman, by reason that it is much fallen from
the reputation, which it had aunciently, which whether it bee for

the unworthinesse or unskilfulnesse of the persons, exercising and
practising it in this age, or for the abuses and deceipts used by
Paynters, or for the scandall of Images and Idols (for the which
Philo condemneth it) or for the foule deuise of the faire Cosmetica:
or for what other cause I know not well, but sure I am, it is now
accounted base and mechanicall, and a meere mestier of an Artif-
icer, and handy Craftsman. Insomuch as fewe or no Gentleman

or generous and liberall person will adventure the practising this
Art. But in so much as Aristotle recommendeth it to his States-
man or Politician, and because it is numbered amongst those Arts
which are necessary for a Gentleman and for a Courtier, by Count
Baldessar...and in regard also that the Heraulds (who be Gentlemen
by their places, and whose place is next in this Treatise, must bee
gkilfull in this Art) I must preface somewhat in the defence or
exercise of it.

The fact that the Greeks and Romans, who had excelled in the visual

arts, approved painting and sculpture carried much weight. Francis

Mortoft, an Englishman, traveling in Italy in 1658,could say of the

statue of Proserpina by his contemporary Bernini ''that it wants noth-

ing but Antiquity to make it one of the famousest statues in the world." 12
The painting of the ancients was discussed for English

readers in 1638 by Franciscus Junius, an Anglo-Saxon scholar and

librarian of the Earl of Arundel. His De Pictura Veterum of 1637

was englished the following year as The Painting of the Ancients.

Books about the arts were slowly being published in England, but the
ideas were primarily gathered from foreign sources.
Henry Peacham, tutor of Arundel's sons and author of The

Art of Drawing (1606) and The Valley of Varietie (1638), a copy of

which Milton probably owned,13 went so far as to allow that it was

fitter for a gentleman to be a musician than a painter, if he had to be
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serious about either. Yet Peacham was proud when his countrymen
excelled in these pursuits. He complained that painting was done for
too small a fee in England as compared to that received in ancient or

modern Rome. 14 Reading about what a prince should study in The

Valley of Varietie, Milton would have learned this from Peacham,
There are certaine Mechanicall Arts, neare a kinne to the
Liberall, wherein a Prince may take his pleasure, as Painting...
Belonging to this, is Statuarie or Carving...

Wee reade also of many Princes who have beene excellent
Goldsmiths.

So far none of these comments on painting by Englishmen
express a theory of the art except those of Henry Wotton. Ben Jonson
in Timber almost has a theory of painting, 16but: on close analysis it
becomes quite like Wotton's.

Nor did Milton write down for us his aesthetic theory in so
many words, but if he had chosen to develop the theme it would have
‘'proclaimed the high function of all fine art, and called for sensitive-
ness, clear vision, and lofty purpose in every artist." He does not
use the term 'fine art)', 17 supplying its place by "liberal arts, ' and
"arts that polish life," and by combinations like "arts and eloquence, "
"gpacious art and high knowledge, "' and '"civility of manners, arts, and
arms." The fine arts, equally with the useful crafts, must be gov-
erned by laws and subject to method. This coincides with Aristotle's
view,

As...there is no art which is not a rationally productive state of
mind, nor any such state of mind which is not an art, it follows

that art must be the same as a productive state of mind under the
guidance of true reason.
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But we have Milton's own words on the point,

I suppose no one doubts that the primal mover of every art
is God, the author of all wisdom; in the past this truth has not
escaped philosophers.

The assisting causes were the men divinely taught and
eminent for ability who in the past discovered the individual arts.
The method of discovering these was much like the method of
painting; for as there are in a picture two things--the subject or
archetype and the art of painting--so in the discovery of an art,
nature or practice and the example of skillful men corresponds
to the archetype, and logic to the art of the painter--natural logic
at least, which is the very faculty of reason in the mind of man,
according to that common saying: Art imitates nature.

(The Art of Logic, XI, 11)

Consciously or unconsciously from a lifelong habit of thought, Milton
shows throughout his works his propensity to judge an object in terms
of its established position in some end. He definitely could not be
listed among those who praise art for art's sake, but then there were
few such Englishmen in his day or for many decades to follow.

Milton recognized a difference between artistic productivity
(fine arts to us) and mere dexterity in the useful crafts. Every adept,

19 (he even calls Galileo a '""Tuscan Artist, "

however, is an artist to him
P.L, I, 288), and the form of the product of the craftsman would be
determined in large measure by its ultimate function. The function in
this case would be lower down the scale of being than the end function
of say an object like N. Tribolo's Fountain of Hercules at the Villa
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Castello near Florence, Italy.“" Milton does not agree with Geor ge

Buck nor Peacham that painting is mostly mechanical:
If in lesse noble and almost mechanik arts according to the

di finitions of those Authors, he is not esteem'd to deserve the
name of a compleat Architect, an excellent Painter, or the like,
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that beares not a generous mind above the peasantly regard of
wages, and hire; much more must we thinke him a most imperfect,
and incompleate Divine. (Animadversions, III, 162)

Nor does Milton fail to distinguish between practical skill and
theoretical knowledge of an art,just as Henry Wotton had done in his
discussion of painting. 21 Milton writes in 1642

For as none can judge of a Painter, or Statuary but he who is an
Artist, that is, either in the Practick or the Theory, which is often
separated from the practick, and judges learnedly without it.

(An Apology, I, 346)

In 1641 he wrote

For many may be able to judge who is fit to be made a minister,
that would not be found fit to be made Ministers themselves, as
it will not be deny'd that he may be the competent Judge of a neat
picture, or elegant poem, that cannot limne the like.
(Animadversions, III, 157)

T. H. Banks thinks this remark might indicate ''that Milton regarded
himself as an adequate critic of painting, ' 22 but Wotton discussed
the idea and more probably Milton, who visited Wotton and asked his
advice on European travel,was influenced by not only this point in his
theory of art but others also which are stated in the Elements of

Architecture. Milton would have classified Henry Wotton, because of

his theoretical knowledge, a connoisseur of art,as did indeed

. 23

Charles I himself.
Milton confesses that pictures had been of use to him in a

letter to young Peter Heimbach written from Westminster, 8 November

1656. Heimbach priced the Blaeu Atlas for him when he returned to

Holland and had written Milton how much it cost, ''a hundred and thirty

florins.'" The twelve volumes are huge folios,beautifully bound and






