Chapter 29
THE ENGLIGHTENMENT AND ITS LEGACY

Art of the Late 18th through the Mid-19th Century

Summary:

This chapter addresses the Enlightenment and its impact on subsequent generations of artists. It was a new way of thinking; no longer was faith the sole factor in constructing a dialog and an analysis of the world and the environment. Critical thinking now was based on empirical evidence, questions were asked and answers were sought.

This was the age of encyclopedias and compilations of humankind's knowledge. Knowledge was complied and documented. Experiments were used to create a body of factual knowledge based on provable evidence.

This ever-expanding body of knowledge brought about change. Sometimes violent change, the American Revolution and the French Revolution were consequences of a population, which was no longer, satisfied with poor economic conditions and even worse social conditions. A more peaceful revolution was the Industrial Revolution, which occurred at around 1740 in England. The starting point was the invention of the steam engine, which changed the course of human productivity. This revolution advanced the idea of technology as an aide for the promotion of increased productivity. Technology also increased the number of questions asked regarding the natural environment and its relationship to humanity; answers were sought.

With the advance of technology assisting in critical thinking, artists and architects also took advantage of pursuing new uses of technology for creating certain aesthetic visions. Cast iron as a construction tool was now being employed and not to the detriment of an aesthetically pleasing creation. In the wake of this technology comes the desire to return to the "natural state". The "natural state" as defined by Jean-Jacques Rousseau was a state of ignorance and happiness; a state of being which was "primitive". These two opposing definitions, clear, calm, rational thought and emotional primitivism appeared in the arts as well. 

This chapter examines the rational and the scientific as presented by Joseph Wright of Derby and the emotional primitivism of Jean-Baptiste Greuze or Henry Fuseli among the many artists working during this period. This chapter also explores the impact the archaeological discoveries at Pompeii and Herculaneum had on Europe at this time. The discovery of the "classical past" and its revival of interest in Antiquity and the subsequent rise of Neoclassicism impacted both Europe and the United States will also be investigated. In conflict with the moral and heroic tone of neoclassical art is the emergence of romanticism, which was predicated on "feeling" and imagination. In this period (c.1740-1840) we will explore the rich diversities of the artists and the works they created that defined them and their age. We will examine critical inventions, photography; the emergence of women as vital artists recognized for their contributions.

This chapter will also explore the consequences of these inventions and revolutions within Europe and the United States, the impact of "manifest destiny" and the landscape, both in the aesthetic and political and social senses.
I. Lecture Model

This chapter allows for a broader range of methodologies. Placing the art and the explanations in context will help in bringing a greater understanding to the student. It would be useful to place the works in context and illustrate the impact of not only those works but also the perceptions that promoted this change in not only the visual world but also the intellectual time they fit. A number of possible approaches can be used: sociological, political and some formal analysis to illustrate the continuing thread of development.

1) The chapter opens with the scientific applications of the investigative process, which was becoming a focus for the intellectuals. It touches upon the discovery of the natural world or environment and the archaeological discoveries as well as the colonization of the "New World" and the "primitive" world. Africa and India as well as the New World and the islands of the Pacific bring an exoticism to Europe. These fascinating locations also inspired the artists who were members of the team of explorers and who went on the exploratory expeditions.
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 28-11 JEAN-BAPTISTE GREUZE, The Village Bride, 1761. Oil on canvas, 3' x 3' 10 1/2". Louvre, Paris.

Greuze epitomized the sentimental, which became an important component in the late 18th century French school. His Village Bride (28-11) creates the atmosphere of sentimentality by the positioning of the characters. The diagonals formed by the figures' placement keep your eye moving in a gentle flow across the canvas. 

The narrative moves freely and is easily understood by the gesture of the petitioning groom, placing the dowry in the father's hand, and the shyly down turned head of the bride and her hand winding through the groom's arm.

In the sociological context, the artist created a tableau for the viewer to look into a household, which was not wealthy. We see the nobility of the father, the sweet shyness of the daughter and the determination of the groom. However, Greuze has also given us a peek at another human quality, the jealousy of an older daughter (peering over father's shoulder). The emotional content of this work was easy to grasp and it became a popular work. It expressed the values of the day, good hard working people, not members of the aristocracy, who pursued the joys of life.
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 28-13 ÉLISABETH LOUISE VIGÉE-LEBRUN, Self-Portrait, 1790. Oil on canvas, 8' 4"x 6' 9". Galleria degli Uffizi, Florence.
The charm and naturalness of Vigée-Lebrun is mirrored in her work. Her Self-

Portrait (28-13) illustrates a confidant, warm, and relaxed artist. She dialogs with the

viewer directly. 
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Another artist who followed in this fashion was Chardin. He created

works, which were insightful and emotional without creating great melodrama. Compare

The Village Bride (28-11) and Grace at the Table (28-12), absent are the dramatic

gestures and turbulent emotions. Chardin has given great dignity to this mother and her

daughters.
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 28-14 WILLIAM HOGARTH, Breakfast Scene, from Marriage à la Mode, ca. 1745. Oil on canvas, approx. 2' 4"x 3'. National Gallery, London.
Across the Channel, in England, we see a similar treatment of society and its

foibles. William Hogarth's Breakfast Scene from Marriage `a la Mode (28-14) touches upon the silliness of British society and the socially arranged marriage to the “quality”. The artist describes visually the mentality of the nouveau riche and the poverty stricken aristocracy. Hogarth begins his series with the arranged marriage between a young lady, nouveau riche, and a dissolute aristocrat, in this case a young viscount. Hogarth has created a narrative following the lives of these two individuals, their beginning and their end. The artist by creating this type a multiple narrative  (8 episodes) was able to make a visual criticism of British society itself. Hogarth condemns both elements, which existed at this time in British society, the foolish family of the newly rich seeking to "make a marriage" and the grasping nature of the indigent aristocracy predicating family solvency on money rather than character.
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Counterbalancing this critical works is the portraitist, Gainsborough. He captures a gentler quality in British society. In the portrait Mrs. Richard Brinsley Sheridan (28-15), the artist has caught the sitter in a quiet moment. He has added to the pose a background landscape, which "places" the sitter in a woodland setting creating a theme that was analogous of British gentry. Mrs. Sheridan is serene and lovely; the artist has created a hallmark version for British portraiture, emphasizing the "quiet and lovely lady".
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28-01 GERMAIN BOFFRAND, Salon de la Princesse, with painting by CHARLES-JOSEPH NATOIRE and sculpture by J. B. LEMOINE, Hôtel de Soubise, Paris, France, 1737-1740. (See Teaching Co. Notes)
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28-02 FRANÇOIS DE CUVILLIÉS, Hall of Mirrors, the Amalienburg, Nymphenburg Palace park, Munich, Germany, early 18th century.
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 28-17 BENJAMIN WEST, The Death of General Wolfe, 1771. Oil on canvas, approx. 5' x 7' National Gallery of Canada, Ottawa (gift of the Duke of Westminster, 1918). Narrative
The American painter Benjamin West created a drama based on an actual event in the formative years of the United States or as it was known in 1759 the British Colonies.

The Death of General Wolfe (28-17) has been elevated to the same state as the death of a religious figure.
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By comparing this work with the Dormition of the Virgin from Strasbourg Cathedral (18-48), one can see how these works represented the theme “the sentiment of loss” and martyrdom. 

The figures gathered around both dead individuals, the Virgin and St. Sebastian create a sense of mourning, which is also reflected in the Death of General Wolfe. Both scenes are quiet and controlled, gone are the great gestures. 
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Similar to Velasquez's Surrender of Breda (24-31), West has employed parallel motifs, the smoking ruins in the background, a pyramidal configuration of the dying Wolfe and his staff focus the eye of the viewer on the poignancy of the scene.

Models of Enlightenment: A defining characteristic of the late eighteenth century is a renewed interest in classical antiquity, which is manifested in painting, sculpture, and architecture, as well as in fashion and home decor. The geometric harmony of classical art and architecture embodied Enlightenment ideals, while classical cultures of the Greek and Roman republics, with their traditions of liberty, civic virtue, morality, and sacrifice, served as ideal models of enlightened political organization. The excavations of Herculaneum and Pompeii also stirred public interest in the classical past. The ancient world also became the focus of scholarly attention, notably in the work of Johann Joachim Winckelmann, the first modern art historian, who characterized Greek sculpture as manifesting a "noble simplicity and quiet grandeur" and who drew attention to distinctions between Greek and Roman art.
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28-20 ANGELICA KAUFFMANN, Cornelia Presenting Her Children as Her Treasures, or Mother of the Gracchi, ca. 1785. Oil on canvas, 3' 4"x 4' 2". Virginia Museum of Fine Arts, Richmond (the Adolph D. and Wilkins C. Williams Fund).

Setting the Stage for Neoclassicism in Art
A Roman example of virtue:

Angelica Kauffmann contributed to the replacement of "natural" pictures with simple figure types, homely situations, and contemporary settings with subject matter of an exemplary nature drawn from Greek and Roman history and literature. Her Cornelia Presenting Her Children as Her Treasures treats the theme of virtue with the example of Cornelia presenting her own sons as her jewels
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