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Abstract
Subjects of travel andvpilgrimage appéar repeatedly in
Romantic art, and reveal many concerns which are fundamental
to thé Romgntic sensibility. Works dedling with these
subjects are among the most innoQ;tive ;nd;radical images
appea?ing in Romantic art. An investigation of travel and.

pilgrimage in art between the years 1770 and 1840 is the

subject’of this thesis.. ‘ ﬁ@ﬁi

Artists were often directly insﬁiredxby their own
ﬁfayel experiences. They Qere 3also inspired by the travel
experiences of others, many of which were accessible in the‘
form of published travel accounts. The first part of this’,
study, therefore, considers actual travelrduring the
Romantic.périod, the reaéqns for its vogue, and“its‘diregtﬂ N
influence on artists, Subjects of»travei were also used by
artists as a means of exploring abstract iqéas.ksymbolic
_travel imagery is the focus of the second and third parts of
this study-;the second part deaiing with images‘of ships atA
sea, and the third with images reléting to the themé:oﬁ
pilérimage. | o

Many aftists depicted ships at sea, éQd ihfpérticular
-_subliﬁe marine subjects such as shipwreck, becéuse‘of the .
ability’of'tﬁese images to arouse feeiings Qfltér;or and
awe. However, artists were also attracted to marine subjects
in order to.explore philosophical:ideas:’the ship at seavﬁaé
‘represented bylmany’as a métaphor of man in~his universe.'I;

%

addition to the abstract coktent, many of these works
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depicted contemporary events and therefofe contain several
layers of meaning. h
’ Romantic marine paintings are often closely tied to
‘traditiénal artistic images of the sea and this connection
with pést icénégraphy is also importaht in Romantic images

of ptlgrimage. In themes of pilgrimage, a journey is

‘@‘Unﬁettaken in order to achieve spiritual enlightenment. This

is ghe subjecf of the seventeenth-bentury book Pilgrim’s
vPPOgPeSS, which was extremely popular among thé Romantics.
.Many illustrations were designéd for this work dﬁring the
Romantic period, but images of pilgrimage with no direct
literary ties also appeared ét this time; |
Consideréd as a whole, images of travel in Romantic art
are complei and sometimes ambiguous. They convey feelings of
‘uncertainty, pessimism or even despair; but they also, at
times, convey feelings of optimism and a more positive view
of the world. The examination of these images, aqd of the
artists' &otivations for choosing'them, reveals that travel
gimagery presented Romantic artiqts'with a means of exploring

and expresSing their most crucial beliefs.

-
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Chapter 1

»v o ' _Intréduétion
Images of travel ana pilgrimage appear repeatedly in
Romantic art. They are complex and at times ambiguous. Iﬁ
some casés these images convey,feelingé'offuncertainty,
pessimism or eveh despair.AIn other cases, however, a more.
optimistic and hopeful view of the world is presented. It i
significant that no singlg unified idea or mood is
presented. | |

Subjects relateé to ~Jjourney by . land or sea prov1ded
Romantic artists with a means of attemptlng to come to term
with the world in which they lived and with human existence
itself. While these subjects often had their basis in actua
.reality, in ‘many caseé they transCended_this mundane level,
and a?tists often~eﬁployed them metaphorically to‘express

abstract ideas. Although the extent of 1nterest 1n~k

travel relagpd subjects during the Romantic perivh
-strlklng, the overall §19n1f1cance of that 1ntereé£v5§
neveg been fully explored. This study, therefore, will
examinevthemeS’éf journey. and pilgrimage within Romantic ér
in Europe. A relatlvely small but representative number of
works w1ll be considered from the period between 1770 and
’1840——theqtimgﬁwhen imagesvof travel bégan agpeafing‘wiﬁh
great frequency in the visual arts. | " .
During the late eighteehtﬁ:century the grand tour had

reaChed its height of popularity. In addltlon, exploratlon,

sc1ent1f1c expeditlons, and oversea colonlzatlon were still



/

’/
1mportant undertaklngs of many European powers. Travel
therefore, was a 51gn1f1cant cultural, economic and
\polltxcal feature of European soc1et§t

The geheral interest in travel among the Romantics ir
some cases became almost an obsession. The strong,
passiohaté desires so m‘ch a part ef ‘the Romantic heroes i
\ilterature are reflected in the temperaments and in the
conv1ct10ns of many of the Romantlcs themselves. Peg@;ps t
best- known flgure ‘whose life illustrates this wanderlust i
the Engllsh poet Byron, in whose writings the myster;ous,
lonely hero, destined'to a life of wanderinQ, is o
inextricably tied to the poet\s ownvview of hihSelf In an

autoblographlcal passage in Childe Harold’s Pllgﬁlmage,

Byron wrote"

The race of life becomes a hopeless flight

To those that walk in darkness: on the sea

The boldest steer but where their ports invite,

But there are wanderers o'er Eternity

Whose bark drives on and on, ~and anchor'd ne' er
S shall be,

/

A sense of pessimism is here linked to the notion of the /

/

futility of attemptihg to escape one's destiny. y

Like Byron, Romantic artists were often direetly!
’1nsp1red by their own travel experidnces. In addltlon, the
were affected by others' travel experlences many Qf which
\'were w1de1y acce551ble in the form of publlshed travel
accounts. Thus the first part of this study w1ll cons1der
actual travel durlng the Romantlc perlod the reasdns for
its vogue, and its direct influeneeLOn‘artiats, includihg

Antoine-Jean Gros, William Blake and J.M/W. Turner.



In contrast to artists who were most interes;ed in-
repreéenting actual experienceg of travel, many artists
depicted subjects of travel primarily as a means of
exploring abstract ideas. Symbolic travel imagery will be
the focus of the seéond and third parts of this sludy¥jthe
second part dealing with images of ships at sea, and the
third with images relating to the theme of pilgrimage. : .b

Many Romantic artists depicted ships at sea, and in
' particular subliﬂg marine subjects such as shipwrecks,
because of the ability of these subjeéts to arouse feelings
of terror and awe. Howevet, artists.were.also»atfracted to
marine subjects in order to explore philosophi®al ideas: th®
ship af sea was représented by many és a metéphor of man iﬁ
| his universe. The philosophical.zgntent 6f this type of
travel imagery will be discussed in the second part of this
gtudy, focusing bhvthe‘marine paintings of the threétmajor
Cartists J.M.W. Tﬁrner; Theodore Gericault, and Cagpér David
Friedrich. In addition to the abstract éphtent of these
marine paintings, many of the works dfpict i‘ptemporary
events ﬁnd therefore contain se&eral léyers of meaning.

Romantic marine paintings are often closely t;ed.to
traditional artistic images of the sea. This connection with /
traditional icon&graphy is alSo important in Romantic imagés//
of‘pilgrimage. In these bofks a joﬁrney is undertaken in
order to achievé sbirituai enligh#i#ment. This }s the 4
subject of the seventeenth-century Ségk Pi)gPim’s‘PFogPess,

which was extremely popular among the Romantics. Both John



Flaxman and William Blake -designed illustrations for
Bunyan's work. These artists also wrote and illustrated
their own poems of pilgrimage. The other notable Romantic

artist who turned to the theme of pil fmage in h1s work was

Caspar David Frledrlch Hls pllgrlmage 1magery, nl;ke_that
of Flaxman and Blake, had no- dlrect literary ties.

In Romantic images of pllgélmage artists expressed
their own personal‘beliefs. They sometimes included‘
_traditional sypbols of pilgrimaée; however, et times th%&_
departed from these symbolé:'Friedrich,:in particular, .
~created a new iconodrephy which refleeted his belief in the
sbifituality embodﬁed in 1andseape; |

While Romantic images of tra#el fit into.an
1conograph1ca1 contlnuum they were also among the most
innovative and radical images appearlng in Roman§1c art. An
examlnatlon of these 1mages and of the motlvations for
choosing them reveals that travel 1magery preseng\a\artlsts
with a means of explorlng and expre551ng the1r most’ cruc1ai\\

.

beliefs.



o Chapter 11 C ,
Romantxc Images of Travel from‘the L1teral to the Sub11me
Fhe Romantlc preoccupatlon w1th travel was the culm1nat1on
/of an 1nterest wh1ch had developed stead1ly throughout the
"|eighteenth century Parallel to thls 1nterest and indeed
tontrlbutlng to 1t was the fact that as the century
progressed journeys abroad became 1ncrea31ngly poss1ble for_
growing numbera of people. These journeys,vwhlch gave rise
to a large body of 1llustrated and non 1llustrated travel
llterature, were undertaken wlth varxous mot1vatlons. Many
people travelled for pleasure and personal development "This
group of travellers 1ncluded 1ndlv1duals who took part in
the grand tour as well as. artlsts who con51dered travel an-
1mportant part of the1r artxst1c traanlng. Explorat1on»and
trade also prov1ded major 1ncent1ves for travel L
Some of the general attltudes and bellefs of the -
Romantic period also led to ‘the fasc1natlon w1th forelgn,’
lands. A w1despread dlssatlsfactlon with contemporary
European‘soc1ety, for example, as well as a general.longing*
for excitement and adventure, aroused a strong interest ln
'foreign countries, and particularly‘in‘those‘countries‘which
hitherto had.been relatively‘unfrequented‘byiEuropean
travellers. These countries were attractive’becauseythey
were considered mysterious and exotic. Many Romantics also

felt they.represented uncorrupted societies superior to

those in Europe.



‘Not .surprisingly, the vogue for travell and the interest

ih‘foreign cultures affe;ted Romantic artists, leadihg many
to choose ihages releted to travel for their art. imagery
based on travel experiences played an 1mporta t part in the
palntlngs of numerous artists. This dlscu5510n\w1ll focus on )
the works of: three art19ts--Anto1ne Jean Gros, ‘William
Blake, and Joseph - Mallord Turner. Romantlc artists were

' often'influenced by travel experiences of others, as well as
by their own journeys abroad. Before turning- to the v1sua1
1mages, however, it is helpful to consider the overall
A{phenomenoh~of travel dur1ng the Romantic period, an
hlmportant part of ‘which was the grand tour.

N

The grand tour had orlglnated in the 51xteeth century,'2
but contlnu;d to be popular durlng the Romantic period.
Although usually considered as primarily a British
phenomenon,tthe tour was also popular oh'the continent. By
the eighteenth century it heddbecome'agcommon and essential
part of the education of the upper clae;es‘in Western |
Europe. While Italy was often the‘u;g&p‘te destination of
the grand tourist, other countries were“éﬁeoﬁfrequently
visited, including Holland, Flanders,;grance, Switzerland,
and Germany. ' B ;-q??:

‘The period of the early 1760's to the early 1790's--the

v ’ :
time early ideas of Romahticism were e@erging in the viepal
arts--is generally considered to be the time when the grand

tour had reached its height.® In many cases artists

accompanied gentlemen on the grand tour; these painters were

-
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employed to reproduce the most interesting or heautiful
views,‘often incorporating them intoEpBrtraitu#es M
Numerous artists also travelled lndependently to .
forelgn countries during the Romantlc perlod The academic
training of a palnter trad1tlona11y 1ncluded a so;ourn in
Italy as an essential part of the artlst s educatlon. Durlng :

»

the last decades of the elghteenth century thlS was partly

i

related to the fact that European‘academles of art,
following the earlier teachings of Johann,Winckelmann,
emphasized the importance of copying the aft of Roman and{hi?
Greek antiquity.* In France, this‘traditlon was reflected‘fh}
the Academy's prest1glous Prix de Rome, Wthh allowed the g
artists a perlod of study in that city.

Artistic pilgrimages to Italy served to ekpose‘European’
~artists not only to the remains of class;cal ant1qu1ty, but
also to the p1cturesque beauty of Itallan landscape and to
the art of past and present Ital1an masters.‘ Another result
of these 5030urns in Italy was the cross fertlllzatlon of
the artistic ideas of the itinerant artlsts themselves.«‘

An attractlon to the plcturesque beauty of the Itallan‘v

-

countryside resulted in the elghteengi century trad1tlon oﬁ r/‘
pa1nt1ng Italian landscapes- this tradition 1s exempllfled | o
by the' work of artlsts_such,as the two palnters Rlchard' |
Wilson and John Robert Cozens, who, in their landscape
paintings, both sought to capture the mood of a place which

was different from their native England.‘ Wilson's Ifalian

; ; " . N ) L
landscapes, in particular, include many of the scenes near



Rome and Naples which had been consiaeréa as essential
sights to be seen’by those on the grand tour.’

The interesfﬂin the picturesque, then, was an important
reason to travel for some of the artists of the Romantic
period. However, other factors also mof@Véted landscape
painters to travel, including a search for views evocative
of the Golden Age or of other past civilizations, as well as
ah interest in the Romantic sublime.

The information brought back by travellers was
plentiful.fTravel had become a social fequisite for members
of the upper.classes and increasingly for the "more ordinary
people" as well."The‘number of travellers, and accordingly,
the number of accounts of travel, was great. Descriptions of
these travel e£§eriences took the form of oral accounts and
published narratives and diaries. The published recordsimade
£he travellers' experiences available to many. Personal
travel accounts, hoﬁeyer, compose only a small part of the
wide range of travel literature which appeared in the late
eighteenth century. They were supplemented by a large number
of guide books® which, like’travelvaiaries,\wefe often “
illustrated by prints showing the peoples, towns and cities,
and countryside of foreign lands; thus they contain some of
the'eérly visual and Qerbal‘Romantic travel imagery.'®

While an unprecedented number of people were |
undertaking journeys abroad during the Romantic period for

their own education or purely for pleasure, travel also toeok~

~the form of comﬁercial and exploratory sea voyages.



Published accounts of these adventurous journeys dealt with
regions then seen as exotic, including North and South
America, Afvicé, Greecé, China, Persia and the North 6nd
South Poles; in many cases illustrations accompanied the
texts. The elements of danger ;nd e#citement recounted in
this literature had a strong appeal to the Romantics and
reflected the fascination with sublime Subjects; it is not
suprising, therefore, that there was a marked increase in
demand for and production of such narratives during this
.period." L

The Roméntics' interest in travel and foreign lands was
also stimulated by Europe's existing oversea empire.
Historicaliy, colonization provides‘a significant motivation
for travel. By the beginhing of the eighteenth éentury
Spain, Portugal, Holland, England and France had all
possessed colohies overseas. The most significant reason for
travel and for-éxplorétion of unknown territories had
traditionally been an economic one.'? The acquisition of
these colonies and the Européan rivalries over these
territories were hajor concerns;

At fhe end of the eighteenth century expansionist
policieé continued to exist, although by this time, rather
than concentrating on acquiring more territory, energy was
increasingly being directed towards the exploitation of the
existing overseas empires and towards the attempt to

maintain possession of these colonies.'® The morality of

seizing property which belonged to native inhabitants and,
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in particular, the morality of the exploitation of human
beings in the slave trade, became the tépics of heated
debate. In general, the entire controversy served to
heightenAthe general awareness of the overseas empires.
Consequently, this too led to an increased demand for, and
interest in, graphic and written information concerning the
colonies. Here was another kind of travel literature--that
is, works which were directly related to the overseas
colonies and to the issues surrounding them.

Examining travel literature more closely, it becomes
evident that the public's desire to. read about travel and
foreign lands was met by d@fferrent kinds of publications,
Travel literature, in'fact, may be divided into three -
important categories:'*‘ true or factuai accounts; literature
dealing with the imaginary voyage; and the "travel lie". fhe
difference between the last two categories is that |
literature dealing with the imaginary voyage was generally
presented to the reader as fictitious; the "travel lie" on
the other hand, éthough originating in the author's
imagination, was presented to the public as facf, with the
deliberate intention of deéeiving. What complicates matters
further is the fact tﬁgf the 'individual categories sometimes

1tic travel accounts sometimes
€

5 N

overlapped. Thus authd

"contained elements of‘kxaggerdtion or, indeed, outright

)iy, imaginary tales often contained
some discussions of trggel or foreign lands which had their

fabrications. Conver%ig

it
i
o
,.

3 -y ‘g .
basis in fadt.Th%ig:ségggion between the real and the
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imaginary, tben, was often hazy.

Imaginary travel literature often contains ideas which
reflect the author's own philosophical,'political or sdéial
beliefs. This had a parallel in visual imagery. While it is
common to find published descriptions of foreign lands
accompanied by illustrations which depicted new or strange
sights in an objective, even scientific fashion, images,of
travel wére not always so solidly b?sed on objective
observation. A sﬁbjective approéch was, of course, more
represenfative of the Romantic sensibility, and in many
cases Romantic images of travel reflect a personal and
" highly individualistic response to*ghe subjects. These
images were related to the most ﬁi@fohnd concgrns and
interests of the period. ’

One of these Romantic concerﬁs was a new interest in
the ideal and original state of man. The search:for an ideal
society was symptomatic of a growing restlessness and
longing for freedom and escape which typifies much ﬁomantic
thought. These utopian‘ideas had*arisen‘in Europe as early
as the 1750's. The questioning and criticizing of existing
institutions, perhaps best exemplifi:: by the French
philosophes, bﬁt also occurring in Germany and England, led
many to address in their writings the. concept of an ideal
society.'® This resulted in an increased interest in foreign
culturés: it was felt that many brimitive and exotic
peoples, because they lived "in harmony with natureQ; were

living in the ideal state. Diderot, for example, wrote of
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he Tahiﬁians as a superior people, and Voltaire spoke

ighly of the Chinese civilization-—praisjﬁg Chinese |
istory, government, and philosophy. North Americans, tbo,
oth those of European descent and the native peoples, were
onsidered to be living in a'sdperior state, away from the
orruption of Euéopean society. Rousseau theorized at length
n the natural goodness and superiority of man in his

rimitive statg, and many subscribed to the concept of "the
oble Savage". This preoccupation is found not only in :

] ~»
bstract philosophical writings, but also in much of the:

ontemporary travel literature, fiction and poetry; artists,

oo, were attracted to this theme.'®*

.

Napoleon Bonaparte appears to have“been aware pf tgg
eneral deéire for éscape and thevattractién to travel
haracter'istic of this period, and to have made use of this
nowledge in order to gain support for his foreign
ampaigns._In fact, h£ shared his contemporaries' widespreéd

ascination with foreign lands, and in particular with the

evant.

kS

Napoleon's ideas about the Levant were formulated when
e led an attack on Egypt in 1798.'’ Years late? he wrote

he following: ‘ /
In Egypt I found myself freed from the obstacles of
an irksome civilization. I was full of dreams. I saw
myself founding a religion, marching into Asia, ‘
riding an elephant, a turban on my head and in my
hand a new Koran that I would have composed to suit
my need. The time I spent in Egypt was the most
beautlful of my life because it was the most

ideal. ~

apoleon's musings are certainly misleading, but they are a

L

y ¢ ¢
< & ” ¢
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good illustration of his desire to create andﬁpegpetuate
heroic and legendary notions of himself. In sailing for
Egypt,;Napoleon had, in fact, embarked upon a campaign which’
was to be a complete failure and which almos; caused the end
of his military career.'’ The quotation is‘ali the more
remarkable in that it Qas written in retroépect, and
ngoleén would therefore have been perfectly aware of the
disastrous outcome of the.campaign. In this respect a
parallel may.be drawn between Napoleon's writings and much
‘of the art he commissioned. In order to cfeate works which
glorified both Napoleon and his foreign campaigns, artists
relegated truth to a secondary positionﬂ

Napoleon's rise 'to power had a profound effect on
epcouraging travel and shaping the Frenhch people's ideas
about eign lands. Napoleon's aggressive military
campaigns, bothAin Europe and overseas, and his c}évef use
of art as propaganéa to promote these céh aigns,'had a.
notable impact on travel imagéry at this -time. While
numerous painters, inclﬁding Prud'hon, David, Girodet -and
Ingres, received commissions from Napoleon, the painter th
most successfully giorified the Napoleonic campaigns was’
Antoine-Jean Gros, who, in 1796, became Napoleon's okficiaf
‘paihter and was given the military title of Inspecteur aux |
Revues. *° |

Gros' painting Bonaparte Visiting the Pest-House at.
déffa (PLgte 1), exhibited at the Salon of 1804,'15 an

¢

example of Napoleon's suc@lssful use of art as a political
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tool. The pa1nt1ni 'whlch presents an exotlc scene focus1ng

" on the heroic flgure of Napoleon, was de51gned to promote

@

Napoleon's campalgns by st1mulat1ng the exxstlng general
\
cur1051ty in forelgn lands and de51re to travel. Gros,

'therefore, emphas&zed the exotlc elements, suéh ds the

'costumes of the Arab- doctors as well as the orlfntal
'sett1ng ! By tailng advantage of the general rnterest in
travel and forelgn places, then, Napoleon used art to
1ncrease his own popular;ty and to encourage publ1c support
for-hisfforelgn policies._The prog@gandistlc nature‘of,Grosl
paintdngpandAthe’ektentvof distortion of the Factual events
hepome clear when one,examines thenhistoridal events

p SUrrounding the:incident’portrayed

L3

When an ep1dem1c of bubonlc plague broke out among his

.

»soldlers Napoleon pald a v151t to the hospltal at Jaffa 1n
3

.an attempt to decrease'the soldlers mountlng-panlcc All

p0551ble precautlons had been taken to m1n1mlze the risks to

~

'Napolepn S‘health ,2 but contrary to reallty, Gros pa1nt1ng

1

',deplcts a scene of her01sm and human charlty Chrlst llke,
¥

Napoleon 1s reachlng out an ungloved hand to touch ‘the

3

"1nfected flesh of a v1ct1m of. the plague. The 1mpl1ed

' heallng power of thlS touch is clkar. ‘The gesture 1s also.
connected to the r1tual of the "king' s'touch"jor touches des "
écrouel les: it was’ tradltlonally belleved that the king, -
*ibecause of his d1v1ne powers, was abLe to cure 51ckness ‘with
7 his toucha > In ‘this’ way, the palntlng subtly but
heffect1vely l1nks Napoleon/to royalty, alludes to the .notion

e - , b

E
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or his having divine powers, and at the same time
”cabitaliies on the generél fascination with exotic lands.

| “In paintings commissioned by Napoieon,;as in BonapaFte.
Visiting the Pest-House at.Jaffa, his image was usually one
- of s humanitarian,hero As-well as allowing the puhlic to
part1c1pate in these exotlc adventures these works were
Aclearly de51gned to glorlfy Napoleon and to arouse in
v1ewers a feeling of trust and a desire to,serve;hlm. While
Gros"ﬁapoleonic paintings are propagandisti ,“they also

transcend this p011:°ea1 purpose.

mbered that Gros was included in

b

Napoleon s entourage and therefore had personal knowledge of

It should be ‘remé

the events he depicted.?* Personal experlences of travel,
' J"% x

however, weré not always a prerequisite for the use of
travelflmagery. Evidence of the fase1nat10n1w1th travel is,
for exampie present in the'work of Gros' contemporary,
William Blake,‘who, although he made use of travel imagery
in both his vritings and his art, never left his.native
Englgnd.'Blake's'travel imagery included tllustrations
»e'xecuted for John Stedman's Narrative of} a Five Year’'s
Expedltlon against the Revolted Negnoes of Surinam from the
year. 1772 to 1777, first publlshed in 1796. The book
publlsher, Joseph Johnson distributed to several
engraveré/\vthe drawings which Stedman had done whlle in
Surinam. The ones given to Blake included most of the

illustrations of slaves and slave conditions--subjects which

greatly interested the artist.. Blake's engravings far

»a
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Stedman's.book wvere 1ikeiy all executed during the years,

1791 to 1795.2¢

/
/

Stedman;s NaPPavaé'gonforms to mucﬂ.of the trayel
literature of theAtime. It is a descriptive account of a
~travel expedition includ&ng such details as written and
visual records of exotic flora and fauﬁa, some history of
Suriﬂam and a description of. the native inhabitants; but it.

is also a personal account of Stedman's own -adventures,

“

1nclud1ng a love affair w1th a young black slave whom he
marrled and later had to leave in Surlnam, not having the
f1nanc1al means to secure her release +In hlS preface
Stedman describes the contents of his book:

Here, in the different characters of a Commander--a
Rebel Negro--a Planter, and a Slave--not only
tyrrany are [sic] exposed--but benevolence and
humanity are unveiled to the naked eye. Here the
. Warrior--the Historian--the Merchant--and the Lover
of Natiural Philosophy, will meet with some
grat1f1cat10n° while, ‘for having introduced my
private adventureé“J* must make some apology--but
none for those of the Jovely Slave, who makes not
the least 1nterest1ng figure in these pages--as
female virtue in-distress, espec1ally accompanied
w1th youth and beauty, must ever claim protection.?

Blake was deeply moved by Stedman s story and by 1ts?
mlngllngvof the themes of love and slavery.

:4:; The crueltles and inhumanity of slavery‘outraged Blake,'
and~%he need for the abolltlon of slavery became the subject
of a number‘gg his works. He expressed his concern sa the
1ssuevof sl?v:ry as early as 1787, when he wrgte "Little
Black.Boy for his Songs of Innocence--the same yeaT that
bthe Socf%ty }or tie Abolition of the Sla&e Trade was set ué

in Britaﬁh."‘The opportunity of making a further statement
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on this shbject, in the plates he did for Stedman's book,
would have been most yélcome. As Stedman's original drawings
are now lost, it is difficult to 3?2 just how closely Blake
adhered to them. However, Blake's engravings contaiped
strong exbressive elements énd it is unlikely that they are
exact copies of the drawingé. A Negro Hiing Al ive by the Ribs
to a Gallows (Plate 2)” and Flagellation of a Female Samboe
Slave (Plate;3) are both representations of the torture of
slavés. Blake emphasizes the stoical courage demonstrated by
the man and woman as they undergo horrible and inhuman
cruelties. . ,., o | V '

-The ship in the.béckground of A NegPo.Hung Al ive has
been interpreted as aAsymbol of mbbiiity and freedom which,
through contrast, serves as a poignant reminder of the bonds
of slavery.®® Blake, or perhabg Stedman in the original
~drawing, may indeed have intended the shipvto be interpreted
symbolically, as is likely also the.case in the vanitas
motif of the skqlls'and bohes'in_A Negro Hung.AIive;
however, the shipvis an image which linked slavery to the
transport of slaves by sea, and thereforé to the slave trade

itself. This in' turn reflects_general.attitudes of the
periéd: the Abolition Society in England did not wish that
fhe black slaves of the British colonies be emancipated, but
only that the slave trade itSélf'be abolished.’° The
emphasis here, then, was on the actual trading of slaves.
“Corresponding to this, in‘aft the most coﬁmon iﬁage used to

portray slavery, and one which we will come across again in
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the following chapter, was the slave ship.

The influence which Stedman's experiences had on Blake
is evident in Blake's illuminated poem Visions of the
Daughters of Albion. The poem, a complex work with layers of
meanihgs, also strongly reflects Blake's personal ideology.
The connection between Visjons and Stedman's narrative is
unmistakable, and sincé Blake's poem ﬁas published in 1793,
he must have been working on it at the same time he was

‘ ) L 4
producing his illustrations for Stedman's Narrative. The

main character in'Blake's Visions, Oothoon, is a female
slave, bqund by physical shackles; she'represents Wéﬁan, the
slaJe of conventionai love and“hypocrisy, as well as "The
éoft.Soul of America". While Visions of the Daughters of
Albion deals with current issﬁes such as the slave trade and
the rights of women, on another more timeless level, tﬁg'
wofk condemns all denial of freedom.

The work which Blake did for thé end of Stedman's -
NaPFétive is relevant here. Woman'again appears as a symbql,
For the "finis" page;of his book} Stedman had ﬁlake ehgrave
én-"emblematical picture" with three allegoricél female
figures representing the European, African and American
continents (Plate 4).°' This work, which compositionally has
"much in common with many traditional representétiohs of the
Three Graces, does not, as one might assume from the title,ri
Europe Supported by Afr'ica and America, refer to th'e

negative notion of Europeans taking advantage of the people

of Africa and America. Judging by the mood of the
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plate--particularly serene when compared tQ<Blake's
engravings of the black slaves--and its sensuous quality,
which is always a positive element in Bl‘keﬂs work, this
plate is intended to leave the reader on a positiQe note: it
reflects Stedman's wish that all peoples "may henCeforth and
to all'eternity be the props of each other".?®? Tﬁe WOrk'may
also be interpreted according to;contempofary uﬁoﬁian ideas
to which Blake subscribed. Europe is being supported by
Africa énd Ametica. In this light, it is a pictorial
statement of where Europe should look for salvation—-tﬁat
is, to her more primitive and natural, and therefore |
supérior, sisters, Africa and America.

Blake was stimulated.by his work for Stedman's tfavel=
book and by his'affiiiation with Stedman himsélf. However,
hiec interests fn slévery,'in South America, and in other
distant locations were not due simply to his affiliatipn
with Stedman; these interests, rathery;afe répresentative of
Blake's personal concerns. In addition they represent the
grewing humanitarian concerns of the late eighteenth century
and the tendency to turn to utopian solutions in questions
concerning current éocial injustices. Blake was by nd méané
alone in his interest in slavery.®® France and England were
the two European countries most involved in the slave trade
during the late eighteenth and early nineteenth centuries, -
but slavery was a subject of univefsal controversy in
intellectual circles throughout Europe.®* At thé root of the

issue was the question of human freedom in general; and in
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art, scenes of slavery, lik® those of cages and prlsdng,,

belong to a larger category of Romantic 1magery Wblch

yi N .
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deplcts the denial of human freedom.?

With the exception of Europe Supported by Afn;ca and
‘Amerlca, Blake's engravings done after Stedman's. draW1n95
were all based on Stedman's actual travel experiences. This
type of travel imagery often hadxvarioos possible 1evels éfiv
intefpretation, but on the whole‘it was initially jintended
as literal illustration of actual travel experiences;'other
social, political‘or even aesthetic coneerns were secondarY-
However, in other works traQel imagery which.Was closely
linked to actual experiences of travel was employeg by the
artist chiefly as a means of evoking feelings ©Of the
Romantic sublime.

'lnv1719, Jonathan Richardson[.referring to painting:
wrote that the sublime "musp be Marvellous, and SUrprislngr
It must strike vehemently upon the Mind, and Fill and '
Captivate it iffesistably".if This early viev Conformg in
part tofthe Romantic notioﬁ@bf the sublime, but one géins a
more complete understanding of the sublime from the thedries
of Edmund Burke, expressed in his Philosophical Enqu,py into
the Omgln of our Ideas of the Subl ime and the Beaut,ful
first published in 1757.

For Edmund Burke, whose theory of the sublime hag the
most influence upon the early ﬁomantic artists,?” thé_ideas

of the sublime and of the beautiful were two different and

" mutually exclusive concepts. According to Burke'g
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:bhllosophfcal Enquiry, the sublime is aroused by pain and
terror and also by obscgritf; power, vastnéés}“infinity,
difficulty, magnificence and darkness.’® The extent to which
a work succeeds in recréating the experience of the sublime
can be measured according‘to the violence of emotion
aroused. "Astonishment", wrote Burke, "is the effect of the
sublime in its highest degree; £he inferior effeéts are

admiration, reverence and respect";?’ and the term

19 §
v

"astonishment" is defined by Burke as

that state of;jzesoultin'ghichvall its motions are

suspended with sbme degree of horror. In this case

the mind is so entirely filled with its object, that

it cannot entertain any other, nor by consequence

~reason on that object which employs it.*°

Burke's sublime is not rational; it affects the soul
‘more than the mind. The violence and strength of the feeling
associated with the sublime éfe also emphaéized in his _
writing. This heighténed degree of feeling, so typical of
much Romantic‘thought, is oftenlan-important characteristic
of tréyel imagery at this time. The reason mény artists
undertook journeys was indeed to seek in nature that which
would suspend the soul "with some degree of horror". They
found awe-inspiring experiences in a variety of subjects
which ranged'from a lion attacking a horse, to thunderous,
cascading watezfalls and threatening, looming mountains. The
- latter two'subjects are closely connected to Burke's

statement that "Greatness of dimension is a powerful cause

of the sublime", ¢!
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Jéseph Mallord Turner was among thdsé whose travel
imagery reflected the artist's personal experiences of Ehe
sublime in natufe. In 1793, when Turner was eighteen years
old, F}ance declared war on England; this, in effect, closed
the Continent to British tourists. One result was an |
increased interest among artists in travel within Br{tain—-a
trend which had already been gaining support throughout the
1780's and which was particularly stimulated at thié time by
the appearance of travel literaturéqcentering on‘domesfic‘
téﬁrs."»William Gilpin had publisﬁed'several volumes
concerning travel in Britain which"emphasized an aesthetic
appreciation of natural scenery.*‘® These and other works on
travel encouraged artists to undertake sketching tours.

‘Between 1792 and 1801 Turner travelled extensively in
'England, Wales and Scotland. In 1802, the Continent was once
again open and he was able to travel abroad for the first
time; he seized the opportunity and set out for France and
Switzerland. From this point on in Turner's caréer, scarcely
a year passed that hé;ﬁid not take part in at least one
sketching toug,,spmetimes within Britain, but often abroad.
His travels iﬁcigaed numerous trips to France, Switzerland,
Italy, Holiéndﬁ Germany and Belgiu;.

At times Turner's travel imagery is somewhat literal
ané matte:—oélfact, és in his topographicél,views or in
works which rather conservatively aim at’reco;ding a

picturesque view, Yet at other times, and increasingly as

his career progressed, Turner's travel paintings belong
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among his strongest and most personal artistic works. The
artist executed a countless number of sketches and drawings
on his various journeys—--works which reflect a wide‘range of
natural phenomena and a keen interest in the Romantic
sublime. A recurring theme in Turner's landscapeé is the
awe-inspiring, and often terrifying, force of the natural
elements; man is reduced to an insignificant and powerless
creature in the face of an omnipotent nature.

One such work is a wa;ercolour, inspired by Turner's
passage through the Alps, which focuses on the hostile
elements and perils involved in éuch a journey; Messieurs
les Voyageurs on theib’netunn from Italy (...) in a
snowdrift on Mount Tarrar (Plate 5), done in 1829, was based
on an incident which occurred during\the journey back from
Italy in January of the same year. The focus here is clearly
on man's struggle for surVivallin a hostile natural
environment. The Alps themselves have dissolved into the
background, and the emphasis is on the snow which surrounds
the figures crouched around the fife. Turner writes of this
crossing of the Alps inra letter to Charles Lock Eastlake;,
describing thg snowedfin roads and the oyer—turned coach; he

goes on to report:
The éame night we were [again] turned out to walk up
to our knees in new fallen drift to get assistance
to dig a charinel thro' it for the coach so that from
Foligno to within twenty miles of Paris I never saw
the road but snow.**

The contrast between the swirling snow and the glowing

fire--and thus the contrast between death and'Life-—strikes

v
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the viewer immédiately. And although the painting is the
result of one personal experience, it also transcends this
level, as‘does much of Turnér's work. In the tension it
represents between life and death, between man and the
elements, it departs from the literal and becomes universal °
in its implications.*?® |

The appearance of alpine écenery in art*¢ was often
directly inspired by personal travel experiences, as if the )
case of Turner's Messieurs les Voyageurs, but these images
also sometimes originated in the arﬁists' imaginations or
were inspired by literature, espécially pbetry. This is
Erhe, for example, of John Martin's The Baﬂd_pf'1817 (Plate
6).%" Martin's painting was inspired by'Thomas Gray's poém
of the same title, which dates frém 1757. Réflecting Burke's
ideas on the sublime, Martin here emphasizes the dizzying
_height of the éliff" from which the Bard curses the troops
below. Terrifying heights aﬁd dramatic precipices are also
sublime components of the numerous Romantic views of
"avalanche, including Turner's The Fall of'fhe Avalanche in
the Grisons (Plate 7).

It is clear that travel and the quest for the sublime
were often closely connected. The mysteries of nature were
being ééfutinized and reassessed by the Romanticd, and it
was not unusual for artists and writers to undertéke
journeys solely in order to search {dr moré violent or
stirring natural scenes of the sublime. Nor was the quest

for the sublime confined to British writers and artists. In
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his Critique of‘dudgemént of 1790, for example, Emmanuel
Kant, echoing the ideas of Burke, exprésses the desirability
of observing the violence of nature; he alsgp writes ofvthe
spiritual nature of the sublime and of theipower of the

| sublime to lift‘thg soul:

Overhanging rocks, storm clouds gathering in the sky *°
and advancing with a cortege of thunder and '
lightning, volcanoes in all their power of
destruction, hurricanes leaving a trail of
devastation behind them, the boundless ocean ip its
fury, the high waterfalls of a mighty river, here
are things ghat reduce our power of resistance ‘to
insignificahce. But the more terrible they look\the
more attractive they are, provided we stand in |\
safety; and we may call them sublime because they
rais® the energy of the soul beyond its average .
level.*’ , k

Travel was clearly a subaebt which held a strong\
fascination for the Romantics, affecting not only those who
‘were able to undertake journeys abroad, but a1so those who
wérg not. Knowlgdge of foreign lands and pefédnq}
experiences of travel was widely disseminatedythrbugh verbal
~as well as visual images. In many cases, in addition to \‘
reflecting the ?opular fascination with. foreign lands and S
journeys abroad, the appearance of these images in art also
"reflects fhe current interest in the Romantic sublime. This

interest in turn is part of a larger tendency, that is, the

use of subjects related to travel to express philosophical

. |
. \.
|

or spiritual concerns.




Chapter 111

The Ship at Sea: Toward a Modern Iconography
One of the most common travel images in Romantic art is that
of the ship at sea. Marine painting was a popular genre
throughout-tﬁb eighteenth and nineteenth centuries, and \its
most direct artistic antecedents may be traced t?
seventeenth-century Dutch Sea-pieces.' In the Romantic
period there were many mediocre marine paintings which were
often nothing more than paraphrases of earlier works; among
these weré ship portraits,'visual records of sea battles,
and narrative depictions of sea adventures.“in many cases
these works were commissioned by marine mércﬁants or naval
officers.? However, there are also Romantic paintings of
ships which reflect the artists' own aesthetic and
ideological interests. Works of this nature often centre on
disasters or potential disasters at sea, including such
subjects as ships in storms, fires at sea, as well-as

v

shipwrecks. .

The Romantic fascination with the perils of the sea '

, |
reflected current realities of travel by sea. In 1812, the

little known author John Graham Dalyell wrote about
* shipwreck: E

Shipwreck may be ranked among the greatest evils
which men can experience. It is never void of
danger, frequently of fatal issue, and invariably
productive of regret. It is one against which there
is least resource, where patience, fortitude and
ingenuity are unavailing, except to prolong a.
struggle with destiny, whiéh, at length, proves
irresistable.?

Given the unCertéinty and danger involved in actual travel

26
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by sea, it is not surprising that images of ships and
shipwreck vere chosen by many as metaphors for death and the
viciSsitudes'of human destiny. .

The philosophical content of paintings of ships at sea,
while revealing an important connection to traditional
iconography, also reflects some of the concerns most crucial
to the Romantic sensibility. It points to maﬁ's
insignificant and perilous position*in the universe and
emphasizes human dependence on chance and fortune. Moreover,,
in these works the sea is depicted as one of the most
sublime and terrifying powers known to man. Artists such as
Vernet, de Loutherbourg, and Morland were attracted to
images of the sea chlefly because of the ability of the
1mages to arouse in the viewer strong emotions of terror and
awe; these artists showed little concern for phllosophlcal
content. Tﬁeir"marine paintings are important, howgver,

- because they represent a kind of imagery which wés very
‘popular and which played a significanturole in the
0development of subsequent Romantic paintings of the sea.
Popular images of this kind influenced the marine paintings
of three major értists, Turner, Gericault and Friedrich, as
well as related works by ‘other artists.

During the Romqptif/period, subjects yhich in the past
had been acceptable only in popular prints, such as those
which accompanied narrative accounts of sea disasters, were
now more frequently adopted in academic att.‘ Even though

sea disasters had been depicted in art before the Romantic
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period, earller artlsts seldom centered as dramatlcally on

s-m

‘man's struggle in the face Bf danger; nor on the human

terror caused by shlpwreck Claude Joseph Vernet is an early
\

example‘of a Romantic artlst whose paintings of shipwreck ¢

. E “ & . . '

NEs

focus/ on the drama and . sublime'horrOrvof the'scene ; o

. Vernet's 1mmensely popular palntlngs of shipwreck, such\
as StOFm off the Coast' of 1773 (Platere) were reqgularly.
exhlblted in the Salog in Parls between 1746 and 1789.

These works, wh1ch 1nf1uenced many artlsts, attest to

Vernet s careful balanc1ng of two concerns: "truth" &na

0
emot1onal response". On the one hand ‘he paid partlcular

| -attention tg;thefaCCUrate 1m1tatlon of nature or to "truthf
(early in his career he even went so far as to haVve himself
lashed to the mast of the Shlp durlng a fierce storm so&
sthat he mlght be able to observe the elements)°‘ and on the
other hand, Vernet was partlcularly concerned with¥ the
‘“subllme mood of the work and w1th the compos1t1on s abllity
~to stir an 1ntense emotﬁonal response 1n the v1ewer~’:w§r
In England ,Ewo artlsts who were notably 1nfluenced by“
Vernet S sea- p1eces were Philip de Loutherbourg and George
Morland s DeiLoutherbourg S. scenes‘of shlpwrecks.and of
battles at sea were partlcularly dramatlc, 'as'is apgarent
in hlS work of 1793 entltled Sunvrvons of a Shlpwneck
attacked by Robbers (Plate 9). The small scene -of the
struggllng flgures at the. rlght of the comp051t1on borders

on the melodramatlc,,and the sea crashlng in on the rocks is
. . . e o] .. . . : .

‘as important as the figures. DevLOUtherbourglwho, }er

2
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Vernet, demonstrates an interest #A!rendering the natural
elements reélistically, has chosen this.{maginary subjéct in
‘order‘to create a painting of pictureéque horrqr. Similafrin
mood and execution to de ﬁoutherbourg’s painting is George
Morland's undated Shipwreck (Platé 10); this work reveals a
comparable combination of human me}odramé, stormy sea éna
partially overcast sky. |
Morland's and de,Louthe£bourg;s shipwreéks-were
sfraightforwérd images of a popular subject which the
artists could count on to pgoﬁoke immediate emotional’
responses in their viewers. Af the same time in England,
other artists were also using the shipﬁreck motif with
srikingly different results, The most important o{ these
artists was Turner, who executed‘numerous scenes of one §r°
- more ships on AWQast expanse of water; ahd many of theée
weré scenes of éhipﬁreck. Compared to the sea-pieces of
'Mofland and de Loutherbourg, Turner's paintings were at once
more complicated and more personal. Hisvmarine worksvwere
based on his perceptions of reality and his interést in the
Sﬁblime; they also reflected his know'edge of past énd
éohtehporary poetry and, inaSome'cases, may be considered as
‘continuations of the traditiohal.iconbgfaphy of the symbolic
ship. ”

< : ’
. Similar to Turner's alpine travel imagery, many of the
artist's marine scenes have a basié in his personal
experiencps of’travel;'this is {eflected-élearly ih'the tare

with whigh the elements are rendered.~Turner's close
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_ ¢
observation ‘of sea and sky, and of the way they .changed

according to the time of day or type of weather, is clearly
evident in these works. However, while the'motif of the ship -
at sea was ideal for aliowing Turner to explore his interest

in natural forces and atmospheric conditions in av formal

way, it also provided the means of exploripng a theme which

‘Was fundamental-to much of the artist's work and which has

already been discussed in relation to his alpine work, that
is, the theme of man in'perilous confrontation with the
elemental forces of nature. |

Turner s fasc1nat10n w1th marine subjects emerged early
in his career; in fact the first oil pa1nt1ng he' exhibited
at the Royal Academy in 1796 was a work entltled F i shermen
at Sea (Plate 11).'°® This carefully composed and
deliberately painted acadehic work isgﬁot,rypical df,
Turner's later;'more spontaneous-looking paintings with
similer\motifs. It“does, however, pei;t to a connection
befween Turner's work and traditional academic painting.
Turner admired the work of Claude as well as of the
seventeenth-century Dutch School of marine painters, and the
eea—pieces of Willem van de Veide@in particular;'’ he was
also influenced by t@e work of contemporary artists.
Ffshenmen at Sea, for example, reveals an‘sffinityiwith the
nlght pieces of the British palnter Joseph Wright of

Derby, * this is partlcularly true of the meticulous

rendering--almost sc1ent1f1c in nature--of the moon breaklng

through the clouds and of the res i'ing reflections of llght
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~on the water, Of more significance to Turner, however, was
Claude Joseph Vernet, whose Romantic mariﬁe,compositions
Turner 'is known to have qopiedl"‘Vernet's concern with
balancing the sublime mocd of hid works with the accurate
imitation of nature;based on careful observation was aiso a
fhndamental concern to Turner. However, unlike mahy earlier
artists, Turner was able'tc use Vernet's compositions'as a
vpoint of departure, as became obvious in his marine
paintings which followed Fishermen at Sea.

In 1805 Turner palnted The Shlpwneck Frshmg Boats
.Endeavoumng to Rescueothe Crew (Plate 12). The threatening
dominance of the natural forces in the composition once .
again reminds one of Turner's subllme alpine travel imagery.
The artist's brush strokes are looser than in the earlier
F ishermen at Séa, and there is less of a distinction between
sea and sky..The tendency.towards Iooser brushwork; as will |
'be-seeh, is characteristic of Turner‘e more mature style.

| About five years after The Shipwreck, Turner executed
his Wreck of a Transport Ship. (Plate 13). Similar t& his
shipwreck of 1805, this work underlines the artist'sh
fascination with the energies of nature; in both works the
human drama is also clear and important. There may be a
relationship between The Wreck of a Transport Ship and the
aCtual event of the sinkiné'of the ship the Minotaur in
1810. However, as the exact date of Turner's pa1nt1ng is
unknown), this questlon will llkely never be satlsfactorlly

answered. Whether or not thevpaintinqﬁwas based on the
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.
actual‘event, the fact that it was exhibited in the
mid-nineteenth centurx;under the title‘The Wreck of thé
Minotaur, Seventy-four,.on,the Haak Sands, 22nd December

~ 1810 is m&tness to the néturalism of the work, which lends

' the dra;afa convincing ddcumentary quality.

In Turner's work th; tendency towards diqsolution of
form apparent inﬁThe Shipwreck becomés more obvious when one
compares the three marine pieces of 1796, 1805, and c.1810;
théﬁ;rogressiyely looser, mOrévexptessive brushstrokes, as
well as the increasingly'obscure distinction between sea and
sky, are striking. Iﬁ later works, Turner's explorafion of
atmospheric conditions and his pfeoccupation with the -
effects of light on form assum; even more importance in the
composition, and the nérrati&e qualities obvious in earlier,
works, although still important, become more difficulf'to
recognize. Regardless of this tendenc;, however, Turner was
nevgg interested;only in'the formal péssibilities of a work.
His deepest concerns wefe‘morg philosophical. It is in this
light'that Turnef's use of the shipwreck theme may be
considered‘a metaphor of man's eterﬁal struggle for
existence. The metaphor is, in fact, relatéd to the
tfaditional'vanitas motif, emphasizing the transience of
man's life on earth and_tﬁe insfénificance of his position
in the«univegse.‘These tentatiyefang somewhat pessimiétic
existential probings belong to a larger, more general

Romantic tendency. In part, they were the result of the

increasing rejection of traditional religious ideas, which
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in the past had served to provide ready answela to queStions e
concerning human existence. They were also related to the
social and economic uncertalntles of the period.

This phllosoph1cal content in visual marine imagery
found a parallel in Romantic literature and poetry, and
Turner was among those Romantic artiaés whose works nere'
most conspicuously linked to poetry. He often turned to
poetry for inspiration, and.he was interested in‘combining
verse and painting. To this ena, he frequently,wrote poetry
himself, or chose verses from the writinge of others,'* to
accompany his paintings. Turner waklwell—read in the poetry
of tne eighteenth'century,'and the twoipoets of that century
who exetted an important influence on the artist's marine
Qorks, and indeed who had a great inpact on Romantic marine
paintings in general, were James Thomson and William
JFalconer.

_\ Whlle the symbolic s1gn1f1cance of mar1ne .imagery in
"the poems of both Thomson and Falconer is complex and is
often related to England's expans1onlst pollc1es and the |
economic importance . of marine trade, the symbol;sm is also
_ more universal. Both Falconer's The Shipwreck and Thomson's
The .Seasons, likevTurner's paintings of shipwreck, use the
theme of shlpwreok as a symbol of the human condition;15

Thomson‘s poetry played an imporéant role in the
development of Turner s overall artistic sen51b1llty"‘ the
splrltual element in Thomson's descriptions of nature,'’ as

well as his emphasis on nature in motion and on the

i
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description of atmospheric conditions, all correspond
closely to Turner's own concerns. It is evident that Turner
particularly admired Thomson's most famous.poem, The
Seasons, first published in 1730; as early as 1798, the
artist chose passages from this work to accompany four of
the paintings he exhibited at the Royal Academy.'

In English poetry of the first half of the eighteenth
century, the image of the ship was ambiguous in nature. At
times it was a positive statement representing man's triumph
over the elemental forces of nature.'’ It was also sometimes
"a nationalist symbol of England and the successes of her -
_commercial expansidn.’° But in Thomson's work, it was
evident that another, darker side, was already attached to
the symbolic ship--a sidavwhiéh hinted at doom or
destruction. This is the mood which the Romantiés_frequently‘

Fan . :
adoptedt It is clear in Thomson's description of a storm at
sea:
In the dread Ocean, undulating wide,
Beneath the radiant Line that girts the Globe,
The circling Typhon, whirled from Point to Point,
Exhausting all the Rage of all the Sky, ~
And dire Ecnephia reign....
A faint deceitful Calm,
A fluttering Gale, the Demon sends before
To tempt the spreading Sail. Then down at once
Precipitant descends a mingled Mass
Of roaring Winds and Flame and rushing Floods....?'

‘The other eighteenth century poet to have a notable
influence on the Romantic portrayal of marine subjects in
art was the Scot, William Falconer. The subllme drama of hlS

poem The Shipwreck, flrst publlshed in 1762, ensured its

popularity for more than half a century. The poem's ability
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to arouse strong emotions in the reader is particularly
evident in the following lines:

Again she plunges! hafki a second shock

Bilges the splitting vessel on the rock--

Down on the vale of death, with dismal cries

The fated victims cast their shuddering eyes

In wild despair; while yet another stroke

With strong convulsions rends the solid oak.??
.'By 1805, a number of illustrated editioﬁs of the poem had
been published, including an 1804 editibn with engravings
done after the original designs of the sea captain Nicholas
Pocock.?? The illustrations as well as thé poem itself had
obviously captured the imagination of the Romantics and
likely stimulated the already'e;isting fascination with
images of sea disaster. By the yeariT§30, The Shipwreck had
gone to at least twenty-four editioég in Britain.?*

The symbolic ship, a recurring image in the writings of
" the Romantic period in Britain, was often accompanied by a
‘_Strong, almost pictdrial accent on light.?*® The light of -
dawn or of sunset, moénlight, ané fhé unusual light which
may occur during é storm, were all described in combination
with a ship in order to emphasize the beauty and
mysteriousness of the image; the different kinds of light,
sometimes gently and lyricélly Eentering on the ship,
sometime$ violently highlighting it, in effect tend to
isolate the ship and to emphasize its solitude. Furthérhore,
in many cases, the lighting subtly boints to a spiritual or
supernatural Quality in the image. The combinapion of the

light of late afternoon and its reflection on the water, for

example, introduces the spectre-ship in Coleridge's The Rime

1
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of the Ancient Mariner:

The western wave was all a-flame.

The day was well nigh done!

Almost upon the western wave

Rested the broad bright Sun;

When that strange shape drove suddenly

Betwixt us and the Sun,?*
And Coleridge's mysterious skeleton ship, with its two:
passengers of Death and a woman representing Life-in-Death,
also disappears accompanied by a strong suggestion of light
effects:

The Sun's rim dips; the stars rush out:

At one stride comes the dark;

With far-heard whisper, o'er the sea,

Off shot the spectre-bark.?’
Coleridge's description of his spectre-ship drew on a number
of sources including folklore.**' According to popular
legend, for example, phantom-ships would often appear at the
time of day just prior to the setting of the sun.?°’-
Wordsworth described the transformation of an ordinary ship
at sunset caused by the light effects, 'and compared it to
the ship in Coleridge's poem, describing what he saw as "the

1 . .

bare masts of a vessel on the ver§ edge of the horizon and
within the red-orbed disk of the setting,sunJ like his
[Coleridge's] own spectre-ship."®®

Turner, like his literary contemporaries, émphasized
light effects in many of his works, including many of his
sea-pieces. He would have been well aware of and undoubtedly
stimulated by the parallels'in‘poetry and prose.

In one of Turner's later marine works, the artist's

interest in light is clearly evident. Slavers throwing
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overboard the dead and dyiqg-—Typhoon coming on (Plate 14),
exhibited in 1840, is one of the climaxes in Turner's marine
paintings. The image is one of death and destruction with a
supernatural element suggested by the strange iight caused
‘by the storm. Again, Thomson's The Season’s played an

important role; it is quite likely that Turner was stirred

\
by the following,®'- as well as by other past.and

contemporary writings on slavery:

Increasing still the Terror of these Storms,

His Jaws horrific armed with threefold Fate,

Here dwells the direful Shark. Lured by the Scent

Of steaming Crowds, of rank Disease, and Death.

Behold! He rushing cuts the briny Flood,

Swift as the Gale can bear the Ship along:

And from the Partners of that cruel Trade

Which spoils unhappy Guinea of her Sons

Demands his share of Prey--demands themselves,

The stormy Fates descend: one Death involves

Tyrants and Slaves; when straight, their mangled
_ ' - Limbs

Crashing at once, he dyes the purple Seas

With Gore, and riots in the vengeful Meal.?®?

In his painting Slavers, Turner is-also very likely to have

been affected by the true account of 'the slave-ship Zong.?*?

The event had occurred iny1783.‘An epidemic had broken out

among ihe black slaves, and the captain, being insured only

for those slaves lost at'séa, and not for those who éied as

a result of.disease, had the sick thrown overbbard." |
The painting, while based in literal reality, 

transcends this level. There is an almost total dissolution.

of concrete form, and colour and light combine with e

] ] b y’;

apocalyptic intensity. Turner was horrified by the

atrocities committed by the ship's captain, and indeed
[

horrified by slavery in'general; but here he is using the
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subject to underline the larger theme of man's inhumanity to
man and to pfesent his own pessimistic view of human
existence.'As with many of Turner's paintings, the scope of
Slavers is at once specific and universal, contemporary and
timeless. Nature here assumes a somewhat different role than
that in Turner's earlier marine and alpine scenes, where the
natural elements are threatening and emphasize man's
insignificance a;d the hopélessness of his struggle with the
forces of nature. While these ideas have not changed in
Slavers, an add}tional dimension is present: the destructive
powers of naturé in the form of a fieryistorm‘appear as
pﬁnishment for man's evil,

An important syhbolic element in almost all of T;rner‘s
marine works is the idea of hope or its opposite,
hopelessness, represented through ships at sea. In the
@aintings of shipwrecks and storms at sea, in most cases
there is an embhasis on man's struggle to survive--hope
being the only thing to which he caﬁ cling; At times,
however, the sbené indicates the lack of hope’or the
desperation of man's situation. In Slaveship, as in Turner's
long, unfinished poem "The Fallacies of'Hope", this latter,
more pessimistic philosophical view is presented.’® The
death énd destruction presenf in Turner's Slaveship relate
it to other marine works he painted during 1he same period.
The Fighting Téméraire Tugged to Her Last Berth (Plate 15)

of 1839 and Peace, Burial at Sea (Plate 16) of 1842 both use

images of the ship at sea to represent themes of death.
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However, a véry éfgnificant difference exists between these
two works and Slaveﬁs‘in that the former paintings are calm
and contemplative in mood--free of the inherent pessimism of
Slavers. This difference underlines the basic, ambiguity of
this type or imagéry. ’

In Turner's Slaveship, The Fighting Téméraire, and
Peace, Burial at Sea, the ship as an image of death--an
image which will also be encountered in the marine works ng
Friedrich--belongs to the long and changing tradition of thé)
symbolic ship in art_and‘litetaturé."*When searching for a

means of expressing some of their more abstract:ideas

concerning human fate, Romantic artists turned again and

again, whether consciously or unconsciously, to the existing
iconography of the ship at sea.®’ Nevertheless, to the
Romantics traditional marine images served only as
cdnceptual points of‘departure, for in most cases the
artists transformed the images to meet new needs.

Charon's barque, an imortant image of the boat as death
stemming from Classical mythology, appealed strongly to

Romantic artists. The ferryman taking his passengers across

the river of death into the underworld was described by

Vergil:

From here is a path that leads to the waters of - ,
Acheron, a river of Tartarus, whose seething flood

boils turbid with mud in vast eddies and.pours all

its sand into the stream of Cocytus. A ferryman

guards these waters, Charon, horrifying in his

terrible squalor; a mass of white beard lies unkempt

on his chin, his eyes glow with a steady flame, and

a dirty cloak hangs from his shoulders by a knot. He .
pushes his boat himself by a pole, tends to the

sails, and conveys the bodies across in his rusty

!



40

craft....**
The figure of Charon, who also appears in Canto 3 of Dante's
Infernb, evokes feelings of terror and mystery which fit'
well with thé concept of the Romantic sublﬁﬁe. In addition
to failing within the category of the boat‘aé a metaphorical
image of death, Charon's bafque is also closely tied to the
image of ﬁhe boat which, as it proceeds on its inevitable
course towards deatﬁ, represents the voyage of life,

A number of Romantic artists depicted the ferryman
Charon in their work. An early example is Romney's drawing
; of Psyche being rowed across the Styx (1776-78, Plate 17).
Better known was Flaxman's illustration of the Barque of
Charon for Dante's Inferno (Plate 18). Other Romantic
artists who chose to portray this subject included Romney's
and Flaxman's compatriqplwilliém Blake, the French artist
Anne Louis Girodet, the Roman Bartolomeo Pinelli, as well as
the native of Austfia,bJoseph Anton Koch. In addition to the
works done by these{a;tistévis Delacroix"'s painting The
Barque of Danten(Pléte 19) of 1822, which is perhaps the
most importanf and certainly the best-known Romantic
rendition of th;s subject.

The numerous appearances of Charon's bargque in Romantic
art, it may be argued, only reflect the great popularity of
Dante at this time. However, certain themes in Dante's ﬁorkm,
were chosen more often than others and may therefore be -

.

considered to have been of particular import to the

Romantics. An image such as Charon ferrying his passengers
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across thé River Styx attracted the Romantics because of the
general vogue for Dante and for themes from Classical
mythology, ahd.becausé of the sublime nature of the subject.
In addition, and perhaps most significantly, the Romantics
were attrac;ed to Charon's barque because of the subject's
relationship to death, the underworld, and the unknown,

In the Romantic depictions of Charon's barqué, the
symbolic image of the boat.stems directly frdh Classical
times. The image of the boat representing one or more
aspects of the voyage of life also appears in Christian
imagery. |

The Ship of Life appears in various guises in
traditional imagery. The ship sometimes repreSents the Three
Ages of Man,®® but it was also variously chosen as a symbol
for Mankind, the Church or the State.*°® It also appears as
an attribute in emblematic depictions of Spes or hope.*' .In
Cesare R;pa's Iconologia,"'for“example, the per;;hification
of Spes appears with an anchor behind her. While the ship
implies the uncertain ana perifous aspects of life, the
anchor clearly is an image which provides security and
stability tc the ship and, 'by extension, to life itself,*?®
These, and other symbolic images of the ship, reéurrea
frequently in the sixteenth, seventeenth and eighteenth
‘centuries. There were many variations, but intended meanings
were often very similar.,** |

Images involving travel byusea, then, had played a

prominent role prior to the Romantic period in illustrating

‘ .
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abstract concepts, concerning humah destiny It is not

surprising, therefore, to find that Romantic artists, who

\

would have been aware of this trad;tlon in art also turned
'z E
'td‘images of ships in order to explore their own 1deas

rega dlng human existence. Thls has been seen in the works

B

of Turner. Another 1mportant example in Romantic art is

&

Géricault's use_of the,shipwreck motif in' his monumental
painting The Raft of the Medusa,(Plate 20), €xecuted in .
1818~ 1819. Q

-3

As in the case of Turner S The Slave Shlp, Géricault' s
The - Raft of the Medusa is llnked}to a contemporary event. It
embodﬁes all the important characterlstlcs of travel 1magery
which have thus far been discussed. Adventure and the

.

exotic, as well as macabre and gruesope examples of the
subllme re all present;hthe‘subject‘vas oontemporary and‘ .
politizally controver51al and yet at the same time it was
universal 1n"the Questions concerning human existence,that
‘it addressed; The Raft, in fact, is one of the artistic
climaxes in the overall body of-Romantic.travelvimagery;

The Raft of the Medusa was based on a travel disaster
which odcurred in-1816.~K survivor's’full acoount-was ,
published in the Journal des Débats,‘5 andbpublic reaction
to the story was immediate, intense and widespread. The
captain, who had been'hired by the government, escaped in a
lifeboat, thus abandoning his'responsibiiitv'for‘the‘safety
of the crew and passengers on the raft. fo many, his

treacherous behavior was a true reflection of the corruption
, a
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of the Bourbon monarchy itself,*¢
. Géricault made numerous preparatéry drawings for his

Wl

palntlng He even had the raft reconstructed so that he
m’lght study its motion on th‘e‘ water.*’ He also d1d studles{::)‘
of dying pat:ents, as well as of severed limbs and heads
(Plate 21). While these wgrks point to Géricault's
lﬁdedication to realism, they elso indicate an aesthetic
concern for the Romantic sublime. The younger artist
Delacroix was among those to recogoize in these studies the \h
"truiy sublime” and "the best possible argument in favour of
the Beautiful". | | | -
| The Raft of the Medusa depicts the moment when
~eurvivors of‘tﬁe raft had spotted a ship on the horizon and
were attempting to haillitr" Although,the painting had
started out as a partlculariy horrifying marine disaster =
with strong polltlcal 1mp11cat10ns, Gerlcault s work
gradually began to assume a/broader, more unlversal
significance. The ginished paint}ngigoes beyond the
“description of a particuiar event, and the theme oecomes the
conflict between human beings‘and the ‘elemental forces of
nature.¢9 The composition itself relnforces the ten51on and
. the’ unrgsolved conflict: the dlagonal runnlng from‘the lower
left to the upper right corner of the comp051tlon emphasizes
the phy51cal and psthologlcal stra1n1ng'of”the flgures who_
are reaching out toward an uncertain salvation--that is,

toward the diminutive sh1p on the horlzon. The concentratlon

of energy culmlnates in the figure who rlses above the = °

5
*

N ‘
. - . )
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others’. Géricault placed this man, who is black, at the apex
of s strong pyramid of?humanityr This is-undoubtédly an
allusion to the slave trade, but here, the desperation of
tuc s1tuat16nwon the raft has erased any idea of
slave- master relat10nsh1ps which may once have ex1sted among
the victims 'on the raft. A parallel is present in Turner s
‘Slave Ship, in which’ slaig master relatlonshlp has also
disappeared: in Turner's work, the equalizing factors are
the destructive forces of the storm, sea and sharks. In |
Géricault's work, however, the idea is sonewhat different
‘and perhaps not quite as bleak. The black.man is placed in a
superior position; not only does this fiéure represent the
apex of the humanepyramid compositionelly, but he also
represents‘the concentrated hope of all the victims on the
rért} In,this respect The Raft of fhe Medusa is similar to
Blake‘s"Eur"ope Si/ppo&ted by Africa and America.
| The raft may be interpreted as an allegorlcal 1mage of
.llfe 1tself and of the human struggle for eternal salvatlon
The entire comp051t10n,1n turn, mey be considered an
allegory of the voyage of life, and in this way it is
closely related to the traditional iconography of the ship
at sea.. ' ,
Gérichlt's Raft of the Medusa was painted at the same
time Byron was composing the shipwreck canto in Don Juan.
The parallel between these two works is particularly
striking'when one considers'the uerses'in Byron's poem which

- describe the sighting. of land:
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And then of these some part burst into tears,
And others, looking with a stupid stare,
Could not yet separate their hopes from fears,
And seemed as if they had no further care;
While a few pray'd--(the first time for some in
‘ years)--

And at the bottom of the boat three were

sleep: they shook them by the hand and head,
“;&d,tried to awaken them, but found them dead.®’

Aside from the macabre element preseﬁt in this description,
the psychological state in which the victims of shipwreck

find themselves is similar to that portrayed by Géricault in

¢

his work. Salvation is by no means certain, although

Fogs

¢

%&l?tivelymclose ét hand. Hope is again a dominant theme, as
it was in Turner's paintings of the sea, as well as in
Géricault's Raftﬁgﬁhe traditional bond between Spes and
;@arine imagery was clearly continued in the Roméntic periqd.‘

Gericault's Raft of the Medusa and’ Turner's Slaveship

béth'deal dith@subjects which are at once modern and
universal; this duality also appears in numerous other
Romantic écenes:of shipwreék. The abstract meanings of this
type of painting:\and in particular the notion of the need
fof salvatdion, iink Romantic images of shipwreck closely to
a traditional artistic subject: that is, the Deluge.
Géricault was among the Romantic artists attracted to this
subject.‘Unlike'scehes of shipwreck, however, the Deluge was
seldom obviously tied to modern events.

Romantic scenes of the Deluge generally did not focus
on the ark, but rather on the condemned figures abandoned to

perish in the flood. The theme of the Deluge, like that of

shipwreck, presents man abandoned to the hostile elements in

e
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a vefy uncertain and temporary position of safety: that is,
man in need of salvation. |
Many of the Romantics who depicted the Deluge were
inspired by Milton's verses which describe scenes of .
devastation.”'Again, the Sublime nature of the subject is a
significant factor‘aceounting for its popuiarify among the
'Romantics.5°‘1t had been a subject which appeared in art in
the century preceding the‘Romgntic period——witﬁ Poussin's
Deluge being among the best-known examples--but it seems to
have gained importance rather suddenly during the last few
decades of the eighteenth century.®* ’
The Romantic interest in the theme of the Deluge is
symptomatic of!a preoccupation with‘thevepd of the world,s?
which in turn underlines the general feelings of
apprehension and insecurity which were particularly
prevalent during the turbulence of the last two decades of
the'eighteenth century. A passage about the future of Paris
written in 1782, from Tableau de Paris, exemplifies this
general air of uneasiness:
Est-ce la guerre, est-ce la peste, est-ce la famine, &
est~ce un tremblement dé terre, est-ce une
inondation, est-ce un 1ncend1e- est-ce une
révolution politique, qui anéantira cette superbe
ville?s* .

In 1783, Michel-Honoré éodﬁieu exhibited his Déluge in his

own studio.®’ The work, which is now lost, was rejected by

the Salon; nevertheless, it marked the beginnings of-a

renewed interest in the subject of the Deluge.?*
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In Géricault's DéJuge (Plate 22)' of 1815-1816, a clear
paraliel can be drawn with earlier images of shipwrecks, '
such as those by Claude Joseph Vernet. Géricault would have
known of many of these shipwrecks through the copies which
were executed by Vernet's son Carle.®’ Being threatened by
the menacing elements, man is placed in a position of
desperationr The victims of Géricault's Déluge are also
clearly related to his Raft Of the Medusa.

It is significant that the dramatic light in
Géricault's Déluge, which creates a sinister mood of

‘fqreboding,‘is almost invariably an important element in
Romantic scenes of shipwreck. The meaning in paihtings of
the Deluge and of shipwrecks is, in fact, largely the same :
man is'presented as a victim, either of God orlof fate, In
the Biblical iconography of’the Flood,‘the notion of
punishment.is paramouﬁ%. In the more modern theme of the
shipwreck} the idea of punishment may also be\implied. A
'strong“current runs through both these~themes} the idea of
man‘déer adrift in a hostile and confused environment--man
in deeberate need of salvation. An impertant difference here
is that the Romantics, in their use ofAthe theme”of'
shipwreck, have mederﬁized a traditiohal‘iconography,
relating it directly to actual evente of the world in which
they were living.
N In Géricault's Déluge the horseman attempting to rescue
a victim points to another, earlier work which is related to

the traditional subject of the Deluge, but which depicts the

.
B >
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victims of a shipwreck. George Romney's Woltemad Rescuing
thélshipwnecked Of f the Cape of Good Hope was inspired by a
‘contemporary marine disaster. The lost oil sketch of
Woltemad, painted c.1793 or 1794,‘: is known through an
e%graving executed by William Blaké in 1809 (Plate 23). The
subject, again, is modern and yet at the same time
universal.“:The sea disaster ocCurfed off the Cape’of Good
‘Hope in June 1772, and as Romney's biographer Wiliiam Hayley
pointed ou‘t,‘2 it was recorded in the travel account of
Thurnberg. ¢ ® The horseman Woltemad sacrificed his own life
in order to save the lives of those who had been
4shipwrecked. Hayley refers(to the "humane achievemehts, and
disastrous fate of this compassionate mortal" which are the
'subjécts of Romney's design.*‘*-The work indicates Rdmney's
concern foriéubjgcts depicting humanitarian dee\as.‘5 Also
‘important are the familiar universal implications of man
abandoned in a threatening universe, with little hope of
salvation, ‘¢ |

Romney's work was symbolic on the one hand,  but ﬁt was
also clearly tied to literal reality. Symbolism or allegory,
while an important paft of'Roméntic art in general, was
seldom stated in;overt or obvious te‘rms.“7 A notable
exception, however, is the German painter Céspa; DaVid
.Friedrich, who is one of the few artists who at times
deviates from.this general tendency. His works aré often
explicitly religious in.content,'and the artist makes no‘

attempt to disquise their meaning. When the subject is not -
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overtly religious, it nevertheless usually evokes a feeling
of spirituality--a spirituality which often séems embodied
in the landscape itself. Friedrich was a deeply religious
man, and his religion, as well as his keen awareness of the
nature-philosophy of hié day, is reflected in his art
throughout his career.

‘Friedrich was stronglyiattracted to the image of the
ship'as a metaphor 6f human existence. One of his earliest
oil paintingé, Mist (Plate 24), painted in 1807, depicts a
rowboat travelling towards 'an anchored ship which is just
discernable through a heavy mist. This work was recognized
by contempdraryfwriters as an ailegory of death.*‘® The mist
refers'tp the mystery of death, while the light represents
hope. ‘' The supernatural feeling suggested by the mist and
by the'light, as well as the compositional importance of
‘these two elements, points to marked similarities between
the work of Friedrich and that of Turner. The symbolism, so
obvious to Friedrich's contemporaries, also reflects much of
the traditional, and in particular the emblematic, symbolic
‘imagery related to ships at sea. In 1815, Friedrich execﬁted
The Cross on Rugen (Plate 25), perhaps in remembrance of a
friend who died that yeé;.’° Again, the ship at sea is a
clear symbol of death or of the spiritual journey one
undertakes at thé time of death. The hope of salvation is
also clear; the moon, which represents Christ,’ iliuminates
the path leading to the cross on the'rock, and the anchor

also represents the hope of salvation. Here, the dominant

.
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Christian symbols of the cross and the rock point to the
religious and optimistic mobd of the work.

The year following the execution of The CPQiﬁ at Rugen,
Friedrich once again turned to the symbolism of the ship at
sea to convey his personal religious beliefs. Ship on High
Seas in Full Sail (Plate 26) is also directly related to
traditional Christian iconography. The single ship in full
sail in this work is parallel to ear;ier Christian images in
which the ship represents Christianity itself,’? the three
masts being a reference to the Divine Trinity. ?

During the yéars 1815 to 1820, most of Friedrich's
works were small sea-pieces,’® all of which were imbued with
symbolic content. The symbolism of Friedrich's landscapes is
related to the beliefs arising out of the nature-philosophy
which were being explored by Friedrich's con£emporaries and
which in many cases he sharéd.

Friedrich's paintings, as well as his own writings,
réveal an attitude toward nature Qefy close to that
expressea by the philosopher F.W.J. von Schelling.’* To
Friedrich, landscape painting was not a means of expressing
the external realities before him, but rather a means of
expressing his own inward vision.’* Accordingly, he wrote,

A painter should not merely paint what he sees in

front of him, he ought to paint what he sees within

-himself. If he sees nothing within, he should not
paint what he sees before him....’¢

Friedrich's marine imagery clearly belonged to this

symbolic, visionary type of landscape. The three early

sea-pieces which have been examined share two elements
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characteristic of Friedrich's overall use of marine imagery.
The first is thg recurring presence of the theme of death--a
leitmotiv in many of Friedrich's works. And the second,
which is closely connected to the predominance of the theme |
of death, is the expression of the artist's profound
religious beliefs, and in particular his belief in
salvation. There is no sense of fear or questioning in these
three sea-pieces; they are pervaded by a éalm and
contemplative--even gently optimistic--mood. The transience
of earthly life is clearly alluded to in many of Friedrich's
works, but there are no accompanying suggestions of gquilt or
despair, nor is there any obvious didacticism. Friedrich, in
a poem explaining his use of themes of death and of the
transience of human life, reveals his acceptance of death
and his conviction that death is a necessary step in the
direction toward eternal life:

Warum, die Frag' ist oft zur mir ergangen,

Wahlst du zum Gegenstand der Malerei

So oft den,K Tod, Verganglichkeit und Grab?

Um ewig einst zu leben

Muss man sich oft dem Tod ergeben.’’
The themes of mortality and salvation in Friedrich's works
tie him closely to Northern German Protestantism.’® This
resignation.to one's fate and the unquestioning faith in
salvation are characteristics of Friedric£'s work which are
unlike the stormy,:questioning mood of much Romantic marine
imagery. For example, while Gericault's Raft underlined

man's need for salvation, the painting is one of unresolved

conflicts and tension. In contrast to The Raft, Friedrich's
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marine works hold none of this feeling of turbulence or

dilemma; the contemplative mood is echoed stylistically in
" the carefully balanced compositions, which also indicate
Friedrich's ties with the formal concerns of
Neo-classicism,’’

Friedrich's fascination with images of éhips should
also be considered in light of the fact that he was born and
raised in the harbour town éf’ﬁreifswald on the Baltic
coast. The cohings and goings of ships in the harbour, and
the changing characteristics of the sea itself, were
well-known to the artist. His choice of the ship as a key
symbol in his personal iconography, therefore, is not
surprising. A somewhat unusual example of the symbolic ship
is a'painting in which Friedrich commemorated his own e
‘marriage to Caroline Bommer'in 1818. In On the Sailing‘Ship
(Plate 27), he and his-new wife sit together in the prow of .
a ship. The couple is beginning their spiritual joﬁrney
together, aﬁdvtheir ship is'sailing in the direction of a
city which is just discernible on the horizon; this is
likely a reference to the Celestial City, where the journey
will end.*° The work once again hasﬁparallels in traditional
artistic iconography; it belongs to the larger thematic
category of the journey of life.®' Friedrich's earlier
images of ships have dealt with the end of the journey, that.
is, with death., This work, however, implies the journey of
life itself, as it is undertaken by two people bound by the

ties of holy matrimony.
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Not long after he completed On the Saf?ing Ship,
Friedrich executed his more openly allegorica& painting
Stages of Life (Plate 28).*? On the shore the cycle of life
is illustrated by a group of children sitfing witp,g woman,
a man standing next to them, and an old man wi#ﬁ?;‘ééne
walking toward them. The figures are echoed byk%bé;five
ships located in varying positions off the coast, that is,
at various stages of life;'? The éentral position of the
largest ship in the composition reinfbrces the religious
tone of the paintiné, as the masts form a cross which is
silhouetted against the sky."-

There is another -side of Friedrich which is clearly
hanifest in his marine works. This is the bleak pessimism‘
which appears in a small number of his paintings--a mood
which is hinted at by the gentle melancholy of many of his
works, including the ones examined above, but which surfaces
only in a few. This darker side of Friedrich is strongly
represented in the‘image of the shipwreCk. The wreck of a
ship had been employed by other artists as a metaphor for
loss of faith in human nature and in ;he'ﬁuman condition.
There is a striking difference, howeyer, between the works
of Friedrich and those éf his contemporaries. It has been
corréctly obServed that while Friedrich's French and English .
contemporaries saw in nature "the palpgblé fhrob of life",
Friedrich saw in it "the impalpable ﬁbthingness of death".*'®
The vibrantly active and threatening role of nature is clear

/
in a work such as Turner's Slave Ship and is also an

LY
2
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important factor in Géricault's Raft, although in-the latter
work the human element assumes precedence over fhe natural
elements; but in Friédrich's The Polar Seé of 1824‘; (Plate-
29), the static, frozen composition denies all possibidity
of life or movement. It is a modern icon in the vanitas
”tradition. ' .

The Polé; Sea'’ conveys the idea that man's hope has
been crushed by the floes in this icy landscape.'* The work
may, {;ﬁ;;ct; be a representation of thé wreck of the
Griper, a ship which téok part in a number of expeditions to
the North Pole.*’ It is clear, however, that any literaf
level of meaning in The Polar Sea is subordinate to the
‘universal truths. It is typical'agﬁfriedrich's work that a
number of dualities are present. A literal content, however
secondary, is juxtaposed with universal meaning. The
specific and sharply focused details of_fhe icefloes in the
foregfound contrasp with the feeling of endless spige as the
snow almost merges'with_the cold arctic sky at thevhorizon.
And--the most important dichotomy--nature, represented at
her most i;pérsonal and inhospitable by the looﬁing ice .
floes and theIWintéf landscape{‘contrasts sharply with the
small, insignificant reference to man, eafbdied in the
remains of the ship. The subject is once égain death, but’
here there is no éllusion:to sa;Yation. The jagged edges of
the central gfoup of ice floes, which are echoed by a more

distant group to the left, underline the negative and

quietly threatening quality of the work.
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~In The Polar sea, man seems to have been abandoned by
God. It is very likely this painting is partly - |
autobiographical in content: the icy scene of destruction —
may allude to the tragic childhood drowning of Friedrﬁch‘s
.brother during a skating accident.’°®-

It is difficult to reconcile Thé Polar Sea with a
number of Ffiggfich's less pessimistic paintirgs. Ho;ever,
an important ideological similarity that ‘runs thréugh all
his works, and that ties them together, is the feelihg of
total acceptance and resignation; there is no sense of
struggle, nor of questioning. ”

.The Romantic interpretations of marinelsdbjects élearly
include much symbdlic content. In some of the works
symbolism was only a minof'consideration,‘but more often it
was the artist's primary motivation. In the marihé imagery
of artists such as Vernet, de Loutherburg, and.Morﬁahd, the
works were likely not intended to be symbolic. Névertheless,
these early works were similar in certéin‘respects to the
later marine paintings éxamined; fhey had in common their
sublime nature and their quest to elQEidate man's perception
of his universe. These are broad similar?ties, but it must
be stressed that~Rom§ptic iﬁages\of.tge sea occurred in
Europe with great frequency and w}th numerous differences.
and variations as to artistic intent. It should also be
ndtedﬁ;as has éeen indicated particularly in the obvious
cases of Turner's and Friedrich's work, that these images

afforded artists with many of the elements necessary to
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xplore new and meanlngful artistic statements in a formal
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ense. What has become clear in this examlnatlon is that
omantic artists turned repeatedly to images related to the
ea in order to explore some of the most cruc1al sentlments
nd ponderlngs of the period. o

| Fr1edr1ch is an 1mportant example of one who explored
eliglou@mldeas.through his art, 1n fact, he created an
ntirely new and very perSonal’religious iconographyf'His
deas yeragreflécted in his symboldc.lmageS'of ships and the
ea ‘which appeared w1th greao frequency in his pa1nt1ngs.

.In the works .of other Romantlc art%sts’ the sea and the

hip at sea/represented lessﬁwell deflned 1deas. While
r1edr1ch s rellg1ous bellefs were based on northern
rotestant1sm as well as on the natube—phllosophy being
ropounded by a number ofvhls contemporarles, other artlsts’
urned tO\marlne 1magés ‘to express the1r more unresolved

R
hllosoph1cal pgnderlngs. Thls is the case w1th Turner and

.
éricault. Turner employed images- of sh;ps p01gnantly to ~
xplore hlS v1ews of the human cond1t10n and to empha51ze

an's unstable poS1t1on ing the un1verse. Turner's marine

orks varled in mood from gentle melancholy, sometlmes

ombined with a-feellng‘of hope, to outright despair. .
éricault, in his Raft of the Medusa, explored the humar, - /.

ituationmfrom a different point’of view. Rather than

ddre551ng h1mself exclu51vely to the SUbjeCt of man 1& e

\
y J

elatlon to h1s external unlverse, Gerlcault who was e

rofoundly fasc;nated with the human'mlnd, focused also on’

o~
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the interaction between human beings and entered }pto the
undefined realms of the human psyche itself.
Common to all Romantic shipwreck imagery is the

underlying suggestlon of man castaway in a hostlie'
1'1

env1ronment——abandoned by God og'by fate. Romantlc man was
beginning to feel hlS ex1stent1al_1solatlon, and from this
feeling arosé the Cult of the Individual. In many~cases,‘the
shipwreck was a personal m%taphor for the artlst h1mself JIn
poetry.thls idea is ell illustrated in Wllllam Cowper s
1ast poem "The Castaway" of 1799 which is ah allegory of

the poet's own personal 51tuatlon. '"At the end of his life,

!

wrestllng w&th recurring bouts of insanity, he chose the
metaphor of a person cast 1nto the sea durlng a storm to

descrlbe his sltuatlon. £~. : :

-

Obscurest night irfvolv'd the sky’,

Th'Atlantic billows roar 'd,

When such a destin'd wretch as I,

Wash'd headlong from on:board, _
Of friends, of hope, of all bereft
His floatlng home for gyer left.”?

-

Cowper's feeling of splrltua 1solat10n is particularly
clear in the last stanza of his poem:

No voice divine the storm allay d,

No light propitious shone; -

When snatched from all effectual aid,

We perish'd, each alone“

But I beneath a rougher sea

And whelm'd in deeper gulphs than he.?®?
' _This sense of spiritual isolation is a poignant and
recurring notion wXthin Romantic images of shipwreck.

bied
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* Chapter IV
: Romanticulmages of Pilgrimage: Man's Quest for‘Truth and
| Salvation
vThe'passage of time:from birtﬁ until death, and beyond death
to afterlife, has long been symbdlized as a journey or
onage " This metaphorlc ]ourney represents a searchlng for
answers to quest1ons concernlng human existence; in many
instances, it also encompasses the theme'of the sinner
slowly shedding his sins as he travels towerdsbthe Celestial
City. These ideas were emboaied in imagee of
pilgrimage——another type of travel imagery which appeared
frequently in Romantic art. "Pilgrimage" will\be used here
“both in the broad sense of any journey‘undertaken with a
spiritual purpose in mlnd and in the more spec1f1cally
rel1glous mean1ng of a journey to a shrine of a sacred
place.’ . v \ -
Romantic images of Qilgrimage were at times closely
tied to pilgrimage literature. For example, Stotherd;
Flaxman and Blake designed illustrations for Bunyan's

Pilgrim’s Progress; the latter two artists also wrote and
g

illustrated thelr own poems of pllgrlmage. But other

artists, mo ?,, bly Friedrich, etecuted images of

pilgrimage Wit ‘Twere not linked to a llterary‘work. In

every caée,uhoweVer, the Romagntic artist would have been

familiar with traditional literary and pictorial pilgrimage

iconography; thus a/brief examination of this tradition as
; .
it appeared in art in the centuries directly preceding the

cC o
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Romantic period is‘hefpful in the analysis ofﬁpomantic
. , - oo A
images of pilgrimage.
, The conception'gf human life as a journey is probgbly

as ‘old as myth making itself and has been a recurrlng theme

51nce Cla551cal times.? The Christian allegory of the

g .

pilgrimage representing man's journey through life is

founded on two basic premises.: First is the belief that

143

t1me is antlcycllcal and that hlstory is therefore llnear.
And second is the Chrlstian doctrine that the possibility of
salvation 11es nggﬁe future. Samuel Chew, in his book The

Pilgrimage of Life, succinctly.summarizes the traditional

Christian concept of pilgrimage: ' &\

Man, having through Sin forfeited the boon of
1mmorta11ty ‘passes into the World of Time, governed
unde? fd' s ordinance by Fortune. A free agent, he
jpse either of the Two Paths. If he chooses

: Mehere are per1ls along the strait and narrow

vwsput clad in the armor of St. Paul he will be
able"to withstand the assaults of the Infernal
Trinity, and though the Deadly Sins assail him, a -
.great company of Virtues counsel and protect him,
Death awaits him at the Journey s End, but beyond
Death is the. Celestlal City.

There zgre many varlatlons on the theme of the
Chrlstlan pllgrlmage, but the basic concept was often the

¥
same . . P "‘.

Paths leading towards heaven and hell were an important
feature of pilgrimage iconography.‘ While the way to heaven
or hell'was often depicted as an actual road or path}<

frequently in the form of the letter "Y", it was also

“d%picted variously .as a bridge, stairway, ladder, or circle.

[y

The pilgfim, too, was important and appeared in various
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guises, inciuding'that'of the figure of Hercules. In the

Classical story of Hercules at the cross-roads, Hercules'
choice is between pleasure and virtue,’ just as in Christian
images of‘pilgrimage the choice is between the sinful and
the righteous; The pilgrim also often appears as just an
ordinary traveller, sometimes with the pilgrip's attributes
Qf the wide-rimmed hat and staff, but sometimes without
recoghizable attributes. In addition, the pilgﬁim may appear
in the form of a knight who wears the Pauline'ermeur to
protect him oh his journey { ’ » “\/

These features of popular images of pllgr1$age would
" have been known to the Romantics, either through works from
the seventeenth century or earlier, or through |

[ [

eighteenth-century copies or adaptations. Romanti?

were not always motivated by the same mopelistic ot'
reiigious reasons as earlier artists, but it is clear thet ¢
~they remained interested in the theme of pilgrfmage. The *
continued popularity of Bunyan's P?lgﬁlm S PPogFess is

-

ev1dence of that 1nterest R

Pilgrim’s Progress, an allegory of the human' journey
towards reliéious enlightenment, is only one'example from
“the large body of seventeenth—century art and literature
cehterihg on the theme of pilgrimage.q:wo early sets of
designs for Bunyan's work were particulerly influential to
lateriillusttatots.'° The fifst‘was ehgraved by JanIquken

in 1685, and'the second was designed by'John Clark and

engraved by John Sturt in 1727-1728. It was not uﬂtil the -



end of the eighteenth cenfury tﬁzt a eumber of British
artists began breaking away from these early designs,'!

The first of the early Romantic artists to illustrate
Pilgrim’s Progress was Thomas Stothard. The sixteen designs
he did for this work were originally published without text
in 1788—1791‘by John: Thane.'? The designs were somewhat
sentimental (Plate 30), iedicating the aréést's indebtedness
to the cult of sensibility. The illustrations emphasized'

those parts of Bunyan's work which appealed personally to -

- the artist, and it is not surprlslng to f1nd included in

Stothard's designs domestic scenes of family gatherings; ‘he

was one of the first illustrators, for example; to

concentrate to any extent on Christiana and her children,*?
that is, on Part II of Bunyan's work.

»>

Soon after Stothard completed his designs for Bunyan
John Flaxman, while in Rome, beéan preparing illustrations ’
for Pilgrim’s Progress.'* The original set of
illustrations--some forty ih number--were likely all
e#ecut;d in 1792.'*

Although Flaxman's iliustrations were deeigned for
Bunyan's seventeenth century writings, they diverge from
traditional images of pllgrlmage in that they deal with some
of the precccupations of the late eighteenth century as well

as with Flaxman's personal religious beliefs. Flaxman, to

i
even a greater extent than Stothard, concentrates on

- Christiana's adventures from Part II of Pilgrim’s Progress

(Plate 31)< This choice may reflect the artist's,religious

v
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beliefs,'* Christiana, who is much more passive in her
struggles than is Christian, does not take her spiritual
destiny into her own“haﬁdé; rather, she relie§ on two chief

. defenses: humility“éna"trust in others.'’ Christiana may
also‘have appealed to Flaxman because of her role as mother
and spiritual guide to her children. The Enlightenment
writers, and in particular Rousseau with his Julie, ou la
Nouvelle Héloise and Emile, were primarily responsible for
bringing to the fore new ideas concerning childhood as well
as the role of the mother in thevchild's upbringing.'® By
shifting the emphasis from Christian to Christiana, then,
Flaxman was using the traditional theme of pilgrimage as it
appeared in Bunyan's work; and yet ét the same time
modernizing it by concentrating on aspects of the aIlégofy
which were particularly relevant to the late eighteenth
century, and td Flaxman himself.

In Flaxman's illustrations the guide in knight's armour
(Plate 32), Mr. Greatheart, falls within the category of the
Christian pilgrim in the gquise of a knight, which has been
encounﬁered in the conteit of. traditional pilgrimage
.imagery. In Romantic art, however; the kﬁight‘may-&}so
reflect the renewed interest in the MiddlevAges.fﬁ;Tgé'“
knight is encbuntéfed again, this time as the p:o%&ﬁ%nfst,'
in Flaxman's own allegory Knight of the Blazing‘Céb ;:'

Flaxman wroteé and illustrated Knight of'the Bleing

Cross in 1796, as a birthday present for his wife Ann Denman

" Flaxman.®® The work is related to his illustrations for
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Pilgrim’s Progress in several important ways. Flaxman
intended the work to be an allegory of spiritual growth, as
his dedication to his wife indicates:

under the allegory of a Knlght Errant's Adventures
a*D indicated the Tr#als of Virtue, the Struggles

ials ! Conquest of Vice, preparatory to a happier state
oi existence; after the hero is exalted to the
Sp:ritual World and blessed with celestial Union, he
is then armed with the power of the elements for the
exercise of his ministry in the dispensation of
Providence, he becomes the Associate of Faith, Hope
and Lhdrlty, and his Universal Benevolence is C
employed in the Acts of Mercy.?'

The parallel between Flaxman's Knight and Bunyan's two
pilgrimé, Christian and Christiana is strengthened when one
considers that Flaxman continued to work on illustrations
for Pilgrim’s Progress upon his return to England from Rome
in 1794, and that he continued‘with»tﬁesg designs not

because he intended to publish them, but because he

¥

confinued to be fascinated by the prg¢ ct. The Knight of the

Blazing Cross may have been begun while Flaxman was still
illustrating Bunyan.*? It is important, therefore, given the
subject of Knight of the Blazing Cross, as well as the very
personal importance that both this work and his drawings for :
Pilngm’S Progress held for Flaxman, to consider the .two |
projects in relation to each other,

Like'Fléxman‘s illustrations for Bunyan, Knight of the
Blazing Cross diverges from traditional'Ch;istian pilgrimage
allegories, for it reflects Flaxman's’very pefsonal beliefs,

as well as the overall spirit of the late eighteenth

-century.??
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‘In 1784, Flaxman ibined the Theosophical Society, a
group which concentrated on the writings of Swedenborg.?*
Knight of the Blazing Cross is directly related to Flaxman's
‘Swedenborgian b2liefs--a fact which was evident to some of |
Flaxman's contemporaries. This is clear from a letter in
which Flaxman's friend, the Reverend John Clowes, 'a
Swedenborgian himself, urged the artist to pgblish his
allegory.?s Sweden‘%rg’s tenets which aré reflected most
strongly in Flaxman'é Knight of the Blazi;g Cross include a
strong bel?ef in the afterlife, as well as a belief in the
importance of acts of Christian charity and géod works,?**¢
" And a further important Swedenbofgian element, but this time
one that does relate to traditional Christian allegories of
pilgrimage, is the theory.that everything in the physical
world is symbolic of some aspect of the spiritual world.?®”

In Flaxman's allegorx, unlike most pilgrimagé
literature, the story does not end when the Knight reaches
heaven; rather, the spiritual growth of the protagonist
continues throﬁgh his good works. One of the'Knight's duties
in é afterlife is the instruction of children.?*® This
reflects both Swedenbofg's writings about children in
heaven?’ and the contemporary interest in the education of
children., The woman.and child,'through'their vulnerability, —
also emphasiZé the omnipresence of danger from which they
must be protected. This is particularly clear in Plate 19
~(Plate 33) of Knight of the Blazing Cross, in which the

Knight is defénding a mother and her child from a dragon.
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The following verse accompanies the plate:

A Guardian Angel now

Defends a Mother's helpless love

And cradled innocence.?®°®
These ideas were of a very personal importahce to the
-értist; at the same time, however, they were closely tied to
the early Romantic sensibility as a whole. Similarly, the
theme of charity found in the latterbhalf of Flaxman's
Knight of"the.BIazing Cross also appears in a number of the
artist's independent drawings. This theme reflects the
artist's Swedenborgian ideas, but is also linked to a
general late eighteenth century preoccupation with ﬁuman
charity. The theme is tied on the one hand to contemporary
social issues?®’ and, on the other, to the concept of
universal justice.’? The theme of charity also points to an
idea which has already appeared in Géricault's Raft of the
Medusa and in other shipwreck scenes, that is, the ailing
human condition and man's need for salvation.

An artist who @as.directly influenced by Flaxmanzﬁas
williamrBlake;JJ both artists shared an interest in a number
of themes, including that of pilgrimage. Blake's series of
twenty-eighf watercolours for Pilgrim’s Progress was
executed in 1824. It is interesting to note, however, that7
Blake's earliest known design for Bunyan's work dates ffom'
1794, the very period that Flaxman was working on his
drawings for Bunyan.?®* Blake would likely have been aware of
Flaxman's drawingé, just as_be undoubtedly was aware of |

Stothard's illustrations for Pilgrim’s Progress. Stothard
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and Biake also had in common the fact tﬁat they both
designed compositions of the pilgrims in Chaucer's
Canterbury Tales--a project, in fact, which- led to the end
of their friendship.’® To Blake the Canterbury pilgrims
represented "eternal principles or characters of human
life".** This is also how he viewed the figures in his
illustrations for PiIgPim’S Progress.

~In illustratiﬁg Bunyan, Blake unlike Stothard and

Flaxman, does not concentrate on Christiana's adventures; in
fact, he confines himself solely to the first part of
Pilgrim’s Progress. His designs indicate that he was
thoroughly acquainted with tréditional illustrations of
Bunyan's text, and yet they are unmistakably Blakean in
style and conception. It is revealing to compare the
frontispiece designed by John Clark and engraved by J. Sturt
in 1727-1728 (Plate 34) with that by Blake (Plate 35),
working almost a century‘late:. The earlj wbrk has much in
 common with traditional seventeénth-century images of
~pilgrimage. Its symbolic aetails are simplifiea énd

emblematic. The path originating from the left of the
;pictﬁre, with the pilgrim ascending towards the diétant
gates of the Celestial City, is familiar. In the centre of
the composition is the dreaming figure of John ﬁunyan. Below
bpim is a skull and a lion in a den. Less_traditibnalAis .
%lake's work, which while similar to Clark's in the
fhclusion of the sleeping Bunyan and the lion, differs

radically in almost every other respect. Blake's composition

v
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is arranged horizontally, divided by an arc which separates
the upper‘third of the work from the lower two-ﬁhirds. This
division also separates reality--the lower parts of the
composition containing ﬂunyan and the lion--from the dream
world;above. It is characteristic of Blake that he
establishes the visionary, dreamlike quality of his series
of drawings from the outset. While the pilgrim.in.Clark‘s
design seems as much a part of the real world as Bunyan
himself, Blake's Christian, who appears in a series of
episodes above the sleeping Bunyan, belongs to a hazy world
in which néthing seems clear or certain. This is Blake's
dream world. Like other Romantic illustrations of Bunyan,
Blake's designs reflect the Egﬁist‘s pgr;ohal philosophical
and stylistic concerns, |

Blake's interest in depicting sdblime images led him to
focus on many of Christian's most dangerous and terrifying
adventures. The horror involved in Christian beaten down by
Apollyon (Plate 36), for example, is especially evident when
it is compared to Clark's earlier design for the same
episode (Plate 37).

Blake's watercolours for Pilgrim’s Progress contain
elements which recur throughout his artistic oeuvre. Images
of confinement, for example, were ofteh‘bsed'by Blake. Heré
this type of imagery is seen most obviously in The Man in
the Iron Cage (Plate 38) and in Christian and Hopeful in
Doubting Castle (Plate 39). By dealing with confinement and

captivity these images represent the antithesis of liberty.
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Other artists working at this time élso used images of
captivity?®’--images which included cages, prisons or
dungeons, and scenes of slavery. In Blake's illustrations to
Pllgrim’s Progress it is interesting to note that there is
also one plate which depict's escape from captivity. This is
the plate entitled Christian and Hopeful escape from
Doubting Castle (Plate 40).

Blake concentrated on the visionary and sublime
elements in Pilgrim’s Progress and, in general, on the
themes which appealed to him personally; nevertheless, his
watercolours are clearly linked to Bunyén's narrative and to
Kiis earlier illustrations. Elsewhere in his oeuvre, however,
Blaké*developed his own prophetic epic of pilgrimage,
Jerusalem: the Emanation of ‘the Giant Albion (1804-1815).

The attempt to arrive at the meaning of Jeﬁusalem has
caused much controversy and has generated numerous dritical
and at times highly iméginative, interpretat%ons." One pit
into which critics have sometimes fallen is to attempt to
assign a linear narrative structure to the work. While’this
is the éfaditional strUCtﬁre of the pilgrimage iiterature,
it is typical that in strucﬁufe, as in almost every other
respect, Blake has deviated from tradition.

Jerusalem, based on the themes of fall, struggle and
redemption,®’ does not follow the linear pattérn set out in
the Bible, As a .recent Blake scholar, Minna Doékow, has
pointed out, man falls and struggles not once but

repeatedly, so that the possibility of redemption is present
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Blake's works, ** 1nclud1ng an 111ust?at1®n for Pllgle s

Progress (Plate 42) wh;ch dep1cts‘Chr§§§iédﬂBeing Téce?*'yﬁ
'by Goodwill., There is an 1pterest1ﬂg 51mi@%rﬁty between this
plate and the plate which 1llustrate5 the cl;max of
Jerusalem, that is The Soul Reunited with God (Plate 43).
Thése illustrations may in_faCt be related to traditional
Christian imagery of the Prodigal Son.** Not only are the . o

pictorial similarities significant, but the story of a
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51nn1ng son being, forg1ven and: accepted by h1s father is

1

'approprlate to the content of Blake 'S 1llustrat10ns.

. :
Another feature wh1ch Blake shares with earller wr1ters
‘ J«‘

of pllgrlmage 11terature is his 1ntent1on that Jerusalem be ‘ .

a poem which w1ll serve to enl1ghten the reader. Blake'

1

in wr1t1ng qeﬁusalem° : -

To open the Eternal Worlds @g open the 1mmortal
eyes ,
-0f ‘man inwards’ 1nto the wOrlds of Thoughtaﬁ;nto
Eternity: T
Ever eXpandlng in the Bosdm of God, the’ %Mman" A !
A : Imaglnatlon. ”

Again, the notion*of.internalizatlon arises. This. is related_

" to one of the interests which was.central to the Romantic -

Y.\\’ : »

]

perlod; theffascinat{on,with the human mind and
lmaginatloﬁ.‘ L ‘q r_ .‘ .
As. 1n Blake's earller 1mages of slavery and women 1n
Visions of the Daughter s of/ Alblon, hlS symbols in
dePusalem‘&ge complex and ften sh1ft1ng The giant Albion,
for example sometlmes see human and represents Everyman
but sometf%es he is land and repre%ents England, or even all
countrles s HlS struggles are . pr1mar1ly sp1r1tual hut also
phllosophlcal and polltlcal |
- Blake, then Tike Flaxman turngd to the theme of ; - ,;t“
p1lgr1mage to explore :deas which were - un1versal as welldas
those whlch were modern. The 1mages of pllgr1mage of
Stothard Flaxman and ‘Blake are\all related to the llterar%
allegorles whlch they 1llustrated However, the theme of
legrlmage also appears in art 1ndependent of- dLrect “

llterary tyes most_notably~1n theopalnt;ngS'of,the German :
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artist, Friedrich. - . A

A

/

Friedrich was only one of many German .writers and

artists of the Romantié period in whose works the desire for

-

travel found an expression.®° In many cases these works were

related'te‘the theme of pilgrimage, althoughfoften-

abstrectlyu References to both travel and'spirithality'are

- often SUggested rather than stated directly, sometimes by .

‘means of the image of the open window.,

In art, the open window is a motif which expresses the

1dea -of - yearnlng, w1th travel and sp1r1tua11ty 1mplled

_ ThlS motlf was used by German and non- German Romantic

\ [0 A

‘artists alik‘e;:"-z in the flrst decades of’ the nineteenth

L}

o 1

century, howgver the W?tlf appeared partlcularly frequently
in the art of‘Germany a;B~5cand1nav1a. | , '
In Friedrich's Woman at the Wlndow (Plate.44) of 1822
the figure of a WOman her back towards the viewer, 1s
leanlng out a7w1ndow ga21ng at a scene which remalns
largely unknown to the v1ewer. The enlgmatlc quallty of the
pa1nt1ng leads one to examine it more closely for clues to

-
its meaning. Visible threugh theywindow are the masts of

. ships: The woman seems’to be'longing for travel' or perhaps

X

N

“she is awa1t1ng the return of a loved ‘one. By plac1ng her

w1th her back toward the<p1cture plane, the artist invites
4

the viewer to 1dent1fy w1th ‘her closely The symmetrlcally

\ balanced compos1t10n creates a mood of quiet contemplatlon.

This, and the cross created by the window frame above the
}

woman's head, evokes a strong feeling of,spirituality. The

®

\
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ship's masts may here represent actual travel, or they may
be intended as symbols of a spiritual journey. The one level
of meaning, ho ever, does not preclude the other, and as'
%often oocurs in the Romantic search for meaningful content
in art, the result is an image with layers of meaning.

As has been seen in the works of Flaxman and.Blake, the
content of pilgrimage imagery is frequently reiated to

modern 1ssues. Fr1edr1ch s Woman at the Window is no

P L]

edbeptlon to thls. It is closely related to 1mages of .
conflnemenﬁ capt1v1ty, and escdpe from capt1v1ty which werev
employed by Blake in his 1mages of pllgrlmage. ThlS 1magizy .
is clearly ‘tied to the Romantic preoccupation w1th freigom .
and, correspondlngly, to the abhorrence of the deh1a1 off
freedom. Wbman at the Wlndow conveys the feeling of longlng
for” escape. The w;ndow 1s‘at once a barrrer and a ‘threshold
to the external world.*®*' The fact that the figure at the
window is a woman is significant, for the position of
womanffbound to the home, to her husband, to her

~

chlldren—-ls one that emphasizes the longlng for\escape and
3 \\

freedom 1mp11c1t in thlS ‘work. ' ' . i
The longing for travel as well as the spiritudl content
' ih,Wbman‘aé the WindOw are‘implied rather than stated
overtly. Considered together,'these two-elements connéct
thlS work to the broad theme of human pllgrlmage. Other
works, however, are’ t1ed more obv1ously to the theme of

ca.

pilgrimage.

#o . : % . .
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In Friedrich's Winter Landscape with Church ?Plate 45)

4

-o0f c.1811, th? subject.1s a pilgrim who, having arrived at .a:

Pt

Christian shrine, has been cured of his lameness and has
cast his crutches aside.nThe crucifix here is a man-made
symbol of Christianity. The supernatural, however, is
suggqéted by the facade of a Gothic church which emerges -
like a ghostly'vision from the mist and, more Epenly,.by the
miracle of the pilgrim whose‘iameness is cured. In
Friedrich's work, the supérnétufal is often eﬁbodied in a -
symbolic feature of the landscébe,'such as raYs'bf'light,
the sea or the moon; acdordiqgly; in'WintéP Landscape with

A

Church, the winter landscape may represent death, and thg
shrine and ghurch may be symbols@éfklife after death.

The shfine with a'man—madg cross in a landscape setting
iswa ;ymboi of pilg;image which Friedrich uses in many of
his works. In the TétSthh Altar of ‘1808, in Cross in the
FéfeSt of c.1813, and En Thé Cross on Rugen of 1815, thefe
are no'hbman figures. However, in other works, such as
Winter Landscape with a Church and Mohnihg in the
Riesengebiﬁge (Plate 46) done in 1811, small figureé are
.indfuded.5‘ In Morning in the Riesengebinge, the "pilgrims"
are a woman leading a man up to a cross which is set at the
top of the rocky summit of a mountain‘peak. As in 4
traditional images of“pilgrimage, the path which the two
frévellérs‘@ﬁst take is not an easy one.

Paintings of pilgrimage which feature a shrine as the

pilgrim's spiritual destination have a more abstract

\

£
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thematic parallel in Friedrich's oeuvre. Sometimes the
"pilgrim" is portrayed as having‘cc;e_tc a spiritual
destinaticn which is s?mbolized bﬁ.some aspect of nature.
This seems to be the case inMonk by. the Sea of . 1809 as
well as in The Wanderer Abéve the MiStS and Woman in Mornlng'
nght both of ¢.1818. The earllest of these three is

pebffps%%he most remarkable of all Friedrich's paintings.

.Monk by the Sea (Plate 47) has long puzzled cr1t1cs and

art hlstorlans. Friedrich's frlend and follower K.G. Carus,

{

“whose v1ew§§bn landscape palntlng reflect the 1nfluence of
Schelllng s phllosophy, ’ wrote the followlng in his letters

on landscape:

When man, sen51ng the immesnse magnlflcence of. ,
nature, feels his own insignificance, and, feellng )
himself to be in God, enters int® this‘inf1n1ty and
abandons his 1nd1v1dual existence, then his
surrefder is galn rather than loss.”What.otherwise
only the mind's eye sees, here bécomes almost
llterally visible: the oneness in the infinity of ‘
the universe.... *?*

Although Carus was not writing about thi%_work specifically,
but rather expressing general ideas about man's perception

,.

of spirituality w1th1n landscape, hls words are partlcularly
meaningful in relatlon to Monk by the Sea.’\ , W

As in Monnlng in the Rlesengeblnge, in  Monk by the Sea
the enormous expanse of the natural view dominates the |
palntlng, dwarfing the diminutive human element. The sublime
awe inspired by the vastness ‘of the natural settihg had
never before been more empﬂatically depicted.

The stark composition of Monk' by the Sea puzzled those

who saw it exh1b1ted in Berlin in 1810.¢° Howe&er, the

-~



75
‘b
'radically spare eOmposition‘was not ithe only aspect of the
work which was questioned. The content also presefted a
mystery. As in many of Friedrich's symbolic works, the
meaning is not stated outrightly. In examining the cohtent,
of Monk by the Sea, it is helpful to consider the
interpretation of Friedrich's friend, Heinrich Kleist.
Kleist, when viewfng the work, felt himself assume the
position of the monk in the palntlng, that which confronted
him was not the sea, but rather the realm of death",** )
‘Belonging to Friedrich's circle of friends, Kleist was in a
position to understand the deep spirituality of Friedrich!e
‘works, as well ds the artist's religious and philosophical
probings into the theme of deeth4—a‘fascination on
Friedrich's part.which was-almost an §%sessioh. 5

.The monk in the painting has ceme to a spiritual fé
destination, a point of revelation. The existential f@
ieolation.of this fiqure is poignantly underlined, and the
work remains endlessly evocative.

Ftﬁedrich;ilike dther Romantic artists who turned to
images of pilgrimage, transformed the traditional
iconography of this theme to express and explore his own
personal beliefs. At times he incorporated. trad1t10na1
symbols into his own art; at other times he departed from
these symbols completely, creating his own 1conography which
reflects the belief, shared by a number of his v
contemporaries, that spirituafity is to be found in nature.

¢ )

The recurrence within his@gorks of travellers, gates and

ﬁ’;;
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doorways, paths and points of spiritual destination, all
point to the artist's concern with the spiritual journey of

life,
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approached the subject. The 1nter;

“ sc1ent@m1c curloglty,»stemmlng

;called for axciose exam1nat1 N’

Conclusion o v
3

Themes related to journey and pilgrimage are among the most

1mportant sub]ects used by the Romantics--important in terms

of the frequency with which they appear in the art of the
period, but also important in view of the kinds of ideas ©
they embody. S /

LY

‘Actual travel affected the manner,ln wh1ch artlsts

in: traVel durlng the

ROmantlc perlod was in part due' 'eand11ncrea51ng

1ghtenment Wthh

\ »"nw

h Wrxters ahd artd@@s frequently undertook exped1t1ons in

of thls was that a great wave of travel 11terature, then

*

order to- exberlence and record new env1ronments* the result g:

,1

j extenszvely 1llustrated reachedfthe market. Through'these

afr : !

works, . even those who were unable to travel themselves vere

fo

_exposed to 1llustrat10ns and accounts of the journeys

undertaken by others.

While sc1ent1f1c cur1051ty was one factor which

.
\

mot1vated artlsts to. choose 1mages of travel other factors

i

‘were also 51gn1f1cant One of these was the utoplan quest

for the 1dea1 soc1ety Thls quest led to .an increased
interest in forelgn lands. It was also symptomatlc of a !
general feeling of dlssatlsfactlon w1th one' s: own persqgel
skfuatlon and of a general longing for esggpe. Thls feellng

g 5 TR
of discontent, which was reflected in much of thg% 4 and

wr1t1ng of the perlod was p01gnantly expressed in 1mages of
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travel. The journey as a means of esCape, and as a means of
seeking answers to one's most pressing Questions, was a
recurring theme in Rohantic art. In this context, it becomes
clear that these artistic images were closely related, not
just‘to the artist's personal situation, but also to the
general attitudes and issues of the day.

Another important component of travel imagery is a
pervasive spirit‘of excitement and adventure. Much of this
imagery satisfies requirements for the Romantic sublime as

set out by Edmund Burke. Sublime scenes are often based on

’

~an artist's careful observation of literal reality; however,

B2

these images also transcend this level of reality and focus
on the power of the sublime to stir the emotions deeply or
to lift the soul. In addition to emphasizing the sublime,

the artists often gave thé travel images a specific symbolic

‘content. Turner s Messieurs les Voyageur-s, for example, is

based on a travel exper1ence of the artist; yet it is also
clearly sublimg in mood, and, on a symbolic level, it
underlineé_man'soinsighificance in the face of nature,

The ideological uncertainties of the Romantic period
emergéd repeatedly in images of travel, The mefaphor of the
ship at sea;:whether drlftlng aimlessly, battl;ng an
uncertain coarse’throdgh stormy waters, or foundering in a
disastrous image offshlpwreck-~vas complex and shifting in

meaning. Often this ship was intended as an image of

conteﬁporary’society.iEdehd Burke, in his Reflect ions on

i

the Revolution in Fﬁénce,'employed the metaphor of the ship.

. ih
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to represent the confusion of post-revolutionary European

society:

3 1 LN

when ancient opinions and rulé@ﬁoﬁwlife are taken
away, the loss cannot possibly be estimated. From
that moment we have no compass to govern us; nor can
we know distinctly to what port we steer".'

At times Romantic images of ships at sea had obvious

erlcault s Raft, for example, was

political implicationsjgh
¢
the cause of embarassmémﬁ to the French government, and wa

',H '

described by Mlchelet‘%n 1848 as representing the French
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%
nation drifting towards the darkness of political reaction.
by § . \

While an indictmen%ﬂof the political situation in France was

by no means Géricault's sole concern &@%&hls work, it
undenlaoiy plays a part in the pa1nt1ng S overall meaning.
As so-‘often is the case in Romantic ;mages of travel, the
“metaphorical significance has artistic antecedents in
traditional iconography. The political interp?eﬁﬁt%on‘of
Géricault's Raft, for example, has artistic anteceoents in
the traditional "ship of state" | |
Géricault, like other Romantic artists who turned in
their art to images of shios at sea and shipwreck, was
concerned with broader, humanitarian.themes as well. A
" subject which recurs in many of these works is the black
man--a direct reference to the slave-trade. Not only was
Aslavery a topic.of political debate during theggzmantiCH
period, but it was also a subject which reflects an
increased interest in social reform based on humanitarian'

concerns. Furthermore, it was related to the Romant1C>“L

' preoccupatlon with themes of llﬂeity as explored thréugh o

g
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antithetical images of human bondage and confinement.

Images of shipwreck, or those involving the victims of
shipwreck, deal with the theme of abandonment--man abandoned
by God or by Fortune. In the case of man abandoned by
Fortune, there is again an artistic tradition which connects
Fortune with images of ships; and in the case of.man
abandoned by God, there is an artistic antecédent in the
subject of the Deluge. The symbolism in images of shipwreck
is therefore universal in scope, exploring apd questioning
the very meaning of man's exiétgnce, coﬁmenting on the
perilous state of the human condition,‘and underlining man's
need for salvation.

The shipwreck, while representing broad philosophical
probingg of the period, was also sometimes chosen by an
artist as a very personal symbol representing his own
situation. For example, a sense of existential isolation and
abandonment characterizes Friedrich's images of shipwreck.

Images of the ship presented the Romantics with a means
of exploring abstract ideas. While these images often had a
basis in traditianal iconography, they were "modernized" {n
two important ways. First, they were seldom purely symbolic
in content, but in most cases were closely tied to literal,
and often identifiéble, contemporary realityJ Second, they
generally lacked the ;;tablished beliefs or didacticism
often presént in earlier imagery; rather , they were very
personal in naturé? reflecting the artists' own beliefs as

well as the questioning spirit of the period.

P+
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Themes of pilgrimage were often very closely related to
images of ships at sea. The notion of undertaking a journey
in order to arrive at a spiritual destination, or to achieve
some form of enlightenment, was an impOrtant concept. to the
Romantics; Images of pilgrimage, similar to symbolic marine
images, were at once closely tied to the iconography of the
past and yet divergent from this iconography in the ideas
represented. Romantics such as Flaxman'and‘Blake, for
example, both executed a series of illustrations for
Bunyan's Pilgrim’s Progress, indiéating é;knowledge of and
interest in this seventeenth-century work; and yet the |
illustrations done by these artists, and more importantly,
their own illustrated writings of pilgrimage, are very
personal reflections of their spiritual beliefs;

In some cases images of pilgrimage were tied to an
ill—definedvbut éxtremely strong emotional yearning for
travel or escépe. Friedrich's painting of a woman gazing
through an open window at a harbour is'evocative.rather than
explicit in its meaning.fThe painting presents an image of
longing and of mela@choly, a spiritual- journey is implied.

In Fr1edr1ch s works of pilgriﬁage,’fecognizable
religious symbols, such as a cross or an anchor, are often
present.'The journey of life may be implied by a snowy path
disappearing through a dark forest--the‘path being a subtle
cpnnection,with past iconOgraphyl But in some works all tiés :
with past symbols are gone. In Friedrich's Monk by the Sea,

for example, the content is sp1r1!%al and yet there are no
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obvious symbols. Religious revelation ie bresent here in the
form of the endless =xpanse of sea; Manvis‘confronting
death, infinity, God; the image is radically modern in its
open-endedness. Echoing the current ideae of |
natufe—philosophy, landscape itself embodies spiritual
meaning; craditional symbols are, therefore, no longer
necessary. |

Symbolic images of travel did not, of course, cease to

exist after#1840, Daumier's Don Quixote series, his interest

in the theme of travelling mountebanks, as well as his Third

Class Carriage, all carry on this traditiof. In these works

Daumier, too, turned to images of travel in order to convey .

ideas whlch were at once contemporary and universal in

scope. Further examples of the contlnuatlon of this

tradition in the nineteenth century 1nclude Turner' %, \ ' ﬁé,
interest in the tra1n as a motlf 1n art and Courbet ' q useeof

«hj ', .

the theme of the wandering Jew ;n The Meeting. % ,% L

. I & "&« )

Travel is a state of flux;‘eﬂ*transit- it embraces the
notion of change accompanied by uncertainty This theme 1n
art provided thée ‘Romantics with a means of attemptlng to
come to terms with the world in‘whﬁfh they lived and witn
human existence iESelf; diverse and_aF_times'paradoxical
ideas, ranging from hope to despai:;ﬂggﬁ,presenﬁed. Rbmantic
travel images,utherefore, embody man's eternal queat for-
knowledge and understanding df:himself,@gnd the most’cfuciai
;deas of fhe perlod--both personal and collect1ve——appear in

’

these works.
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Plate 1. Antoine-Jean Gros, Bong#@rte Visiting the S

Pest-House at Jaffa, 1804. Oil*g@int. The Louvre.
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Plate 2 Wllllam Blake, A Negﬁo Hung Allve by the Ribs to a
~Gallows, c. 1791-1795. "Engraving. Bruce Peel Special
Collectlons, Un1ver51ty of Alberta.
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Plate 3. Wllllam Blake, Flagellatrom!of a Female Samboe
Slave, c. 1791-1795. Engraving. Bruce Peel Spec1al
Collections, Unlver51ty of Alberta.
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Plate 4, William Blake, Europe Suppor'ted by Africa and
America, c. 1791-1795. Engraving. Bruce Peel Spec1al
Collections, University of Alberta.
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Plate 5. Joseph Mallord Turner, Messieurs Jes V’angeuns

(...) in a Snowdrift on Mount Tarrar--22nd of January, 1829,

1829. Watercolour. British Museum, London. '
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"Plate 6. John Martin, The Bard, 1817. Oil'paint, Laing Art
Gallery and Museum, Newcastle-uon-Tyne. R



Plate 7. AJosephv’_"“Mallo‘rd Turner, The Fall of the Avalanche in
~the Grisons (Cottage:Destroyed by an Avalanche), 1810. Oil
paint. Tate Gallery, London. C



Plate 8. Claude Joseph Vernet,
paint. Private Collection.

@

r

:Stonmfof the Coast, 1773.-0i1

Loy



Plate 9. Philip de Loutherbourg, Survivors of a Shipwreck
attacked by Robbers, 1793. Oil paint., Southampton Art
Gallery. : - : '
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Plarg’ i3, Ggbrge Morland, Shlpwneck

§

Pr;vsgﬁ“gﬁ& ection.

undated. 0Oil paint.



Plate 11. Joseph Mallord Turner, Fishermen at Sea, 1796. 0il
paint. Tate Gallery, London:



Plate 12. Joseph Mallord Turner, The Shipwreck: Fishing
Boats Endeavouring to Rescue the Grew, 1805. 0il paint. Tate
Gallery, London. '



Plate

13.
c. 1810.

~Joseph Mallord Turner,

.95

Wreck of a Transport Ship,

0il paint. Gulbenkian Foundatlon LleOﬂ.
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: Joseph Mallord Turner,
the Dead and Dy ing--Typhoon Comin
Boston Museum of Fine Arts. .

vy
Plate 14,

96

Slavers Throwing Overboard
g On,.1840. 0il paint.
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Plate 1$;;Joséph<MéllordATurnef,'The Figh%ing Téméraire
Tugged to ‘Her Last Berth to be Br‘qken Up, 1838. 0il ‘paint.

National Gallery, Lofidon.
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Plate 16. Joseph Mallord Turner, Burial at Sea,
paint. Tate Gallery, London.

1842.

0il.
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Plate 17. George Romney, Psyche Befng Rowed Across the Styx,
1776-1778. Pen with ink (traces of pencil). Fitzwilliam
Museum, Cambridge. -/
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Plate 18. John Flaxman, Barque of ChaPon 1807. Engraving.
Private Collection. : )
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e 19. Eugene Delacroix, Barque of Dante, 1822. 0il
t. The Louvre. : ‘

N
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 Plate 20. Théodore Géricault, Raft of the'Medusa, 1818-1819,
0il paint., The Louvre. - ‘ L ' ~
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Plate 21. Study of Severed Heads of a Man and Woman, c.
1819. 0il paint. National Museum, Stockholm.
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Plate 22. Théodore Géricault, Déluge, 1815-1816.

The Louvre.
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Oil'paint.
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Plate 23. William Blake after an oil painting by George

Romney, Woltemad Rescuing the Shipwrecked off the Cape of
Good Hope, 1809. Engraving. Private Collection.
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Plate 24. Caspar David Friedrich, Mjst, 1807. 0il paint.
Kunsthistorische Museum, Vienna.



19iGeorg Schafer, Schweinfurt.,

P

ar David Friedrich, Cross on Rilgen, 1815.

107
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Plate 26. Caspar David Friedrich, Ship on High Seas in Full J
v Sail, c. 1816. 0Oil paint. Karl-Marx-Stadt, Stadtische
Kunstsammlunaen. :



109

(

i

Plate 27. Caspar Dav1d Friedrich, On the Sailing Ship, 1818
Oil paint. State Hermltage, Lenlngrad
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Plate 28.
1818. 01l
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Caspar David Friedrich, Stages of Life, after
paint. Museum of Fine Arts, Leipzig.
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Plate 29. Caspar David Friedrich, The PoTlar. Sea, 1824,

paint

Hamburger Kunsthalle Hamburg
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Plate 30:. Thomas Stothard, Illustration for Pjlgrim’s T .
Progress, c. .1780-1790. Pen and ink (with chalk and wash).
Private Collection. - » : . '
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Plate 31. John Flaxman, Illustration for Pjilgrim’s Progress,

@ C, 1792. Pen and ink. Folkestone Public Library‘’and Museum.
y , . j
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Plate 32. John Flaxman, Christiana, and Knight, c.
and ink. Collection Mr. Chrisi_topher,Powney..‘
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1792. Pen



Plate 33. John Flaxman, Plate 19, Knighf of the Blazing
Cross, 1796. Drawing. Fitzwilliam Museum, Cambridge.
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Plate 34. Designed by John Clark, endgraved by J. Sturt,
frontispiece, Pjilgrim’s.Progress, 1727-1728. Engraving.
Bruce Peel Special Collections, University of Alberta.
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Plate 35. William Blake, fronpispiede; Pilgrim’s Progress, @‘
c. 1824. Watercolour. Frick Collection, New York. o
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Plate 36. William Blake, Christian Beaten Down

by Apollyon,

New'York.

1824, Watercolour., Frick Collection,

C.
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Plate 37. Désigned by John Clafk, engraved b&»J. Sturt,
Christian Beaten Down by Apollyon, 1727-1728. Engraving.
Bruce Peel Special Collections, University of Alberta.

-
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Plate 38. William Blake, The Man in the Ir*on Cage, 1824,
" Watercolour. Frick Collectlon New York.
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Plate 39. William Blake, Christian and Hopeful in Doubt ing
Castle, 1824. Watercolour. Frick Collection, New York.
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Plate 40. William Blake, Christian and Hopeful Escape from

Doubting Castle, 1824. Watercolour. Frick Collection, New
York.
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Plate 41. William Blake, Frontispiece, Jerusalem, 1804—1515.
Engraving and watercolour. Colle¢tion of Col. William
Stirling of Keir. v
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Plate 42, William Blake
Pilgrim’s Progress, 1824

York.

. Watercolour. Frick Collection, New

, The Gate is Opened by Goodwill,
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Plate 43. William Blake, The Soul Reunited with God, .

Jerusalem, 1804=1815. Engraving and watercolour. Collectlon
. of Col. Wllllam Stirling of. Ke1r. '
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Plate 44. Caspar David Friedrich, Woman at the Window, 1822.
Oil paint. National Gallery, West Berlin,
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Plate 45. Caspar David Friedrich, Winter Landscape with
Church, c. 1811, 0Oil paint. Museum of Art and Culture,
Cappenburg Castle, Dortmund, ‘
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Plate 16. Caspar David Friedrich, Morning in. the

Riesingebirge, 1811, 0il paint. Schloss Charlottenburg, West
Berlin. : : .
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Plate 47. Caspar David Friedrich, Monk by the Sea,
paint. Schloss Charlottenburg, West Berlin.
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Footnqtes
Introduction

1. Samuel Chew, ed., Childe Harold’s Pilgrimage (New York:
‘ The Odyssey Press, 1936), Canto 3, LXX, verses 666-670,
'p- 110. ’ . ° )

Chapter One'

1. For a thorough examination of illustrated travel
accounts, see Barbara Maria Stafford's Voyage into
Substance. Art, Science, Nature, and the. I1lustrated
Travel Account, 1760-1840 (Cambridge: M.I.T. Press,
1984). Further discussions of travel literature are
provided in the folldwing three works: Percy G. Adam,

. Travellers-and Travél Liars, 1660-1800 (Berkeley:
.University of California Press, 1962); Charles L. Batten
Jdr., Pleasureable Instruction (Berkeley: University of
California Press, 1978); Philip Babcock Gove, The 4
Imaginary Voyage in Prose Fiction (London: The Holland
Press, 1961). : ' . ‘ :

2. Geoffrey Trease, The Grand Tour (New York: Holt,
Rhinehart and Winston, 1967), p. 2. o

3. Trease, p. 179.

4. This is discussed by Pevsner in Chapter IV of his ‘
\Academies of Art (1940; rpt., New York: Da Capo Press,
\M1973), pp. 140-189. . ~

5. It should also be noted that a sojourn in Italy was

’ considered by some artists, such as the. Nazarenes, as a
spiritual pilgrimage, in addition to providing an
opportunity to develop artistically. . ‘

6. 'Cozens had travelled on the continent with Richard Payne
Knight whose theories . on the picturesque in landscape
were widely known among the British (J. Cummings 'and A.
Staley, Romantic Art in Britain, Philadelphia:
‘Philadelphia Museum of Art, 1968, p. 25).

7. Cummings and Staley, p. 32.

8. The "more ordinary", here refers, as Trease indicates,
to "anyone with a certain amount of money to spend", and
particularly to British travellers (Trease, p.194). The
phrase should be further qualified by noting that very
few,women undertook the grand tour (Trease, p. 191).
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10.

11,
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One popular gu1de book was The Grand Tour containing an

Exact Description of most of the Cities, Towns and
Remarkable Places of Europe by Mr. [Thomas] Nugent,
which was originally published in 1743. This and other
guide books are discussed by Chrisopher Hibbert in The
Grand Tour (London: Weidenfeld and Nicolson, 1969), p.
16. :

Some examples of these early visual travel images are
reproduced 'in Barbara Maria Stafford's article "Rude
Sublime: the Taste for Nature's Colossi During the Late
Eighteenth and Early Nineteenth Centuries” (Gazette des
Beaux Arts, April, 1976, pp. 113-126) and in the same
author's Voyage into Substance ‘

Stafford, "Rude Sublime...", p.‘116. Another reflection
of this widespread interest in travel which had infected
Eurodpe was the production of engraved maps . For a
discussion of this see Glyndwir Williams'.The Expansion
of “Europe in the Eighteenth Century (New York: Walker

. and Company, 1967), p. 102. .,

12.

13'

14,

15.

16.v

17,
18.

19.
20.

21.

As Glyndw1r W1111ams points out "M1SS1onary zeal
intellectual curiosity and flight from persecution all
played a part; but none was as universal a force sas the
hope of profit and better standards of 11v1ng"
(Williams, p. 5.).

Wllllams, p. 187.

These categories are based on Adams' discussion in
Travellers and Travel Liars, pp. 1-18.

For a full discussion of the rise of Utoplan thought in
the eighteenth century, see Rudolf Zeitler's
Klassizismus und Utopia (Stockholm: Almquist & Wiksell,
1954) :

Benjamln West, Joseph Wright of Derby and Anne-Louis
Girodet-Trioson are among the artists who used the motif
of "the Noble Savage" in their art.

Gordon Wright, France in Modenn Times (Chicago: Rand
McNally & Company, 1960), p. 87.

As quoted from David Chandler's Napoleon (London: Weidon
and Nicholson, 1973) pp. 41,42. ;

Wright, p. 88. .

Kenneth Clérk,vThe Romantic Rebellion (New York: Harper
& Row, 1973), p. 177. |

The setting has been changed in order to create a more1
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23.

24,

25.

26.
27,

28.

29.

30.

31.

34.
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Al
b

dramatic interior as well as to include a view of the
oriental, setting in the background. In actual fact, the.
sick were being nursed in a Greek convent which had been
converted into a hospital (Walter Friedlaender,
"Napoleon as 'Roi Thaumaturge'", Journal of the Warburg
and Courtauld Institute, vol. 3-4, 1939-1940), p. 139.

Walter Friedlaender, "Napoleon as 'Roi Thaumaturge'", p.
140. According to Friedlaender, the physician in charge,
Desgenettes, had assured Bonaparte that he was at little
risk. : / 4 .

Friedlaender, "Napoleon as "Roi Thaumaturge'", p. 140.
Walter Friedlaender, David to Delacroix (1952; rpt.,
Cambridge: Harvard University Press, 1977), p. 60.
The other engraveré were Barlow, Bartolozzi, Benedetti;
Conder, Holloway, Perry and Smith (Geoffrey Keynes,
Blake Studies: Essays on His Life and Work, Oxford:
Clarendon Press,” 1971}, p. 100. '

: ) :
Keynes, Blake Studies, p. 100.

Stedman, Narrative of a Five Years’ Expedition, v. 2
(London: Johnson, 1796), p. iv.

[

‘D. Erdman, "Blake'é Vision of Slavery", Journal of the

Warburg and Courtauld Institutes, vol. 15-16, 1952-1953,
p. 243. .

William Blake in the Art of his Time (California:
University of California, Santa Barbara, 1976), p. 27.-

Erdman, "Blake's Vision of. Slavery", p. 246.

D. Erdman, Blake: Prophet Against Empire: a Poet’s
Interpretation of the History of His Own Times (1954;

- revised edition. Princeton, New Jersey: Princeton

University Press, 1969), p. 231.

Stedman, v. 2, pp.. 394,395,

. Wedgewood, for example, produced a cameo_depicting a
..black slave, and the poet William Cowper wrote a number

of poeéms on the theme of the slave trade, including a
street ballad entitled "The Negroes Complaint" (Erdman,
Blake: Prophet Against Empire, p. 239), which was
illustrated by Fuseli (Marcia Pointon, Mjlton and
English Art, Toronto: University of Toronto Press,

1970), p. 114,

In Germany, for example, the historian August Ludwig von
Schlozer wrote Neyjahrs-Geschenk aus Jamaika (1780), in
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36.

37.
38,

39.
40.
41,

42,

43,

44,

45,

46.

133

wvhich he expressed his horror at seeing human beings
sold as slaves at the market (Gay, Peter ed., The Y
Enlightenment. A Comprehensive Anthology, New York: =
Simon and Schuster, 1973).

As Lorenz Eitner stated in "Cages, Prisons and Captives
in Eighteenth Century Art", freedom is an abstract
concept which is difficult to depict in art, and which
"needs the contrast of constraint or capt1v1ty to make
it vividly apparent" ( in Images of Romanticism: Verbal
and Visual Affinities ,, K. Kroeber and W. Walling, ed.
New Haven and London: Yale University Press, 1978), p.
14,

From The Connoisseur of 1719 in Richardson's Two
Discourses (1719; new edition, Menston, England: The
Scolar Press, 1972), p. 35.

Pointon, p. 90.

E. Burke, A Philosophical Enquiry into the Origin of Our
Ideas of the Sublime and Beautiful (1759; new edition,
Menston, England: The Scolar Press Ltd, 1970).

ibid, p. 96. | - \
ibid, pp. 95,96.
ibid, p. 127.

G. Finley, Landscapes of'Memony Turner as Illustrator
to Scott (London: The Scolar Press, 1980), p. 21.

&
ibid. The two works I am referrlng to are:
William Gilpin's, Observations relative chiefly to
Picturesque Beauty, made in the year 1772, in several
parts of England, particularly the, mountalns and lakes
of Cumberland and Westmoreland (2 Yolumes, London,
1786), and the same author's Observations . relative to
Plcturesque Beauty, made in the year 1776, on Several
Parts of Gréat Britain; particularly the nghlands of
Scotland (2 volumes, London R. Blamire, 1789).

AS quoted by John Gage in Turner: Rain, Steam and Speed
(London “Penguin Press, 1972), p. 40.

Another work of Turner's Whi.q is very similar in mood

and conception is the watercolour Snowstorm, Mont Cenis

(Birmingham City Art Gallery); this work was inspired by
Turner's experiences on his Itallan tour of 1819-1820.

The interest in the Alps was common among Romantic
landscape painters; however it was by no means limited

to artists. Mountain scenery also inspired Romantic
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writers and poets. This vogue may have resulted partly
from the writings of Rousseau who highly praised the
scenery of the Alps, in his La Nouvelle Héloise (Alfred
Biere, The Dev€&lopment of the Feeling of Nature in the
Midd;e Ages and Modern Times, New York: Burt Franklin,
1905). : '

Martin's composition is closely based on a painting of
"The Bard" done by Richard Corbould in 1807 (see Hugh
Honour, Romanticism, London: Penguin Books Ltd., 1979,
p. 378). Other artists who illustrated this poem include
de Loutherbourg, Fuseli and Blake. For a discussion of
Martin's painting The Bard, see William Feaver, The Art
of John Martin (Oxford: Clarendon Press, 1975),‘pp.
29-32, '

While all greatness of dimension is "a powerful cause of
the sublime"”, Burke suggests that "we are more struck at
looking down from a precipice, than at looking up at an
object of egual height ..." (Burke, p. 72).

Kant’s Critique of Judgement, ed. J.C. Meredith,
(Oxford: Clarendon Press, 1911), pp. 110,111,

Chapter Two

1.

For a discussion of‘the history of marine painting see
William Gaunt's Marine Painting: A Historical Survey
(London: Secker and Warburg, 1975).

David Cerdingly, Marine Painting in England 1700-1900
(London: Studio Vista, 1874), p. 96.

As cited from John Graham Dalyell's Shipwrecks and
Disasters at Sea (Edinburgh, 1812), by T.S.R. Boase,
"Shipwrecks in-English Romantic Painting", Journal of .
the Warburg and Courtauld Institutes, vol. 21-22, 1959,
p. 332, ‘ ‘

Boase, p. 332,

‘Boase, p. 334.

Boase, p. 335. Years later Turner- was to do the same
thing (Kenneth Clark, p. 243).

For a d#scussion of the realism and the sublime
qualities in Vernet's work, see Andrew Wilton's Turner
and the Sublime (1980, rpt., London: Phoenix edition,
1981), p. 39.
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Boase, p. 335.

De Loutherbourg also used many marine scenes in his

'Eidophusikon, a moving panorama of images.

Andrew Wilton and John Russell, Turner in Switzerland
(Zurich: De Clivo Press, 1976), p. 130.

Gaunt, p. 109.

wilton, Turner and the Sublime, p. 37.

ibid., p. 39. ’

Turner knew a number of poets personally, including
Rogers, Campbell, Scott and Byron (Jack Lindsay, The
Sunset Ship: The Poems of J.M.W. Turner, London:
Scorpion Press, 1966, pp. 11,12). Thomas Campbell, whose
work Turner illustrated, -seems to have influenced Turner
in particular. (Lindsay, p. 44). Campbell's "The
Pleasures of Hope", published in 1799, is echoed, with a
shift in mood from positive to negative, in Turner's own
unfinished poem "The Fallacies of Hope".

The influence Thomson and Falconer had on Romantic
paintings «f shipwreck is discussgd by George P. Landow,
in "Shipwrecked and Castaway on the Journey of Life: an
Essay towards a modern Iconography", Revue de
Litterature Comparée, 46, Oct.-Dec. 1972, p. 580. Landow
has also noted that these two poems fall within the
tradition of Christian imagery in which the shipwreck is

employed to symbolize God's punishment of man; in the

case of these two poems, the punishment was for the
greed of the merchants (Landow, p. 580).

Landow, p. 11. Thomson's influence on Turner appears not
only in marine subjects. Turner's painting of 1810
depicting an avalanche in Grisons, for example, is
likely related to lines from Thomson's "Winter"
(Lindsay, p. 21).

Thomson believed the beauty and grandeur of nature to be
a glorification of God (Russedll Noyes, ed., English

~Romantic Poetry and Prose, New York: Oxford University

Press, 1956, p.. 4).
Lindsay, p. 11.
ibid, p. 19.

~ibid.

As quoted from Thomson's "Summer", in The Seasons (1730;
rnt. Oxford: ClarandAnn Drace 1aR1Y - n 1NR
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William Falconer, The Shipwreck, a Poem. 1762; rpt.
Edinburgh: J. Ballantyne and Co., 1807, pp. 137-138.

Boase, p. 335 (Pocock was a founding member of the
Water-colour Society in Britain).

Lindsay, p. 21.

Lindsay, p. 22. Lindsay describes the evocative use of
light effects in combination with the image of a ship;
this was not only used by Romantic poets, but also by
novelists, He notes, for example, that "it igga law of
the Gothic Novel that every moment of emotional crisis,
especially those of fear, danger, foreboding, are liqked
with a centralized light effect, a light-burst"
(Lindsay, p. 29).

S.T. Coleridge, The Rime of the Ancient Mariner(1797),
in Noyes' English Romantic Poetry and Prose, p. 395.

ibid. v

Lindsay, p. 23. Originating in folklore, for example, is
the famous legend of the Flying Dutchman; this
spectre-ship too, according to usual accounts, appears
with a glowing, mysterious light. The archetypal image
of the spectre-ship also appears with numerous
variations, in many folklore traditions, including
British, Swedish, Danish, Frisian, Norman and German
folklore. As in Coleridge's poem, many of these ships
are at once phantom-ship and death-ship. See Fletcher S..
Bassett's Chapter 10, "The Phantom Ship", in Legends and
Superstitions of the Sea and of Sailors (1885; rpt.,
Detroit: Singing Tree Press, 1971) for a discussion of
the folklore surrounding the spectre-sHip.

Linds§y, p.'23.
As quoted by Lindsay, p. 23.

Lindsay, p. 20.

.. From James Thomson's "Summer" in The Seasons, p. 106.

Lindsay, p. 51.

ibid.

For a thorough discussion of the theme of hope in
Turner's marine works, as well as in British poetry of

the eighteenth and nineteenth centuries, see Lindsay's
introductory essay, pp. 1-75.

Two important and influential works from Classical times
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“which centre on the theme of the sea voyage ére The

Odyssey and The Aeneid. Both are epic tales of adventure
at sea which may be interpreted as metaphors of man's
journey through life. It is interesting to note that -
both Homer and Vergil included views of the afterlife in
these works.

From a psychological point of view, according to Jungian
theories of archetypal imagery, ships and other subjects
concerning the sea may also be considered to belong to
that part of the human mind known as the collective
unconscious (Carl Jung, Archetypes and the Collective
Unconscious, London: Routledge and Kegan Paul, 1959).
This idea is convincing when one begins to realize how
universal the symbolism of the boat at sea in fact is.

From Vergil's Aeneid, as quoted by Mark Morford and
Robert Lenardon in Classical Mythology (1977:; second
edition, New York: Longman, 1971), p. 255.

Samuel C. Chew, The Pilgrimage of Life (New Haven: Yale
University Press, 1962), p. 153.

G.R. Owst, Liténature and Pulpit in Mediaeval England: a
Neglected Chapter in the History of English Letters and
of the English People (1933; rpt., Oxford: Basil,
Blackwell, 1961), p. 72.

The ship also appears as an attribute for the
personifications of Confidenza and Fortuna (Guy de
Tervarent, Attributs et Symboles Dans 1’Art Profane,
1450«1600 Geneva: E. Droz, 1958, pp. 282-283). Plate
LXIII of Jean Cousin's The Book of Fortune is one
example in which a scene of a shipwreck illustrates
"those afflicted by the spite of Fortune and willingly
abandoned" (Jean Cousin, The Book of Fortune, Paris:
Librairie de 1'Art, 1883, p. 26). )

This emblem book was first published in 1593, but it was

printed well into the second half of the eightéenth

century (Cesare Ripa, Baroque and Rococo Pictorial
Imagery, trans., Edward Maser, New York: Dover
Publications, 1971).

Ripa, p. 175. The anchor is aiso an attribute of Christ,
the embodiment of Christian hope.

Another traditional symbolic use of the ship is that of
the ship or boat as a symbol of eroticism and earthly
love. This is evident in Watteau's Pilgrimage to
Cythera. For a discussion of this tradition and its
occurrence in Dutch emblem literature of the seventeenth
century, see Christine Schloss' Travel, Trade and :
Temptation: the Dutch Italianate Harbor Scene. 1640-1ARN
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(Ann Arbof, Michigan: U.M.I. Research Press, 1982), pp.
58-59,

Lorenz Eitner, Géricault’s Raft of the Medusa (London:
Phaidon Press, 1972), p. 10.

ibid.

Walter Friedlaender, David to Delacroix (1952; rpt.,
Cambridge: Harvard University Press, 1977), p. 99.

.The Journal of Eugéne Delacnbix, Hubert Wellington, ed.

(1951; rpt., Ithaca, New York: Cornell University Press,
1980); p. 358. ,

Before settling on this episode, Géricault had -
considered and made drawings of four other scenes from,
Savigny's and Corréard's acount. These included mutiny
on- the raft, cannibalism, hailing the rowboat which had
come for the survivors, and the rescue itself; Géricault
also did a drawing of the empty raft after the survivors
ha?vgone (Eitner, Géricault’s Raft of the Medusa, p.
23). ‘ '

Lorenz Eitner, "The Open Window and the Storm-tossed
Boat: an Essay in the Iconography of Romanticism", Art
Bulletin, vol. 37, Dec. 1955, p. 288.

Byron, George Gordbn, Don Juan (T.G. Steffan, E. Steffan
and W.W. Pratt, eds., New Haven: Yale University Press,
1973), canto 2, stanza XCVIII, p. 126, :

Out of about 175 lines devoted to the subject of the
Deluge,-Milton describes scenes of destruction in only
twelve (Roland Mushat Frye; Milton’s Imagery and the
Visual Arts: Iconographic Tradition in the Epic Poems
Princeton: Princeton University Press, 1978, p. 307.);
the fact that artists_chose to illustrate these )
particular verses, further indicates their fascination
with this aspect of the subject.

It is interesting to note .that Burke in his Enquiry
cites Milton as the most sublime of the English poets
(Marcia R. Pointon, Mjlton and English Art, p. 92).

George Levitine, "Le Déluge Oublié de Michel-Honoré }
Bounieu", Gazette des Beaux-Arts, VI periode, vol. CIII,
Jan. 1984, pp. 44-50.

Levitine, "Le Déluge ...", p. 47.
As quoted by Levitine in "Le Déluge ...™, p. 47.

In Fehrnarv nf 17R2 the aarthmiakbka Af ralahria Ammiiwe~d.

Y
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1t is very possible that this played a“role in Bounieu's
choice of cataclysmlc subject matter. See Levitine's
article "Le Deluge ..." for a discussion of this and
other factors which may have inspired Bounieu in his~
Among those who used the “subject -of the Deluge in their
work were Girodet- Trloson, Gericault, Fuseli, Romney,

. John Martin and Turner, as well as lesser known artists

such :as .Jacques Gamelln, Jean-Baptiste Regnault and
Henr1 Pierre Danloux. :

Lorenz Eitner, Géricault: Hrs Llfe and Work (London:
Orbis Publ1sh1ng, 1983), p. 96.

This is the date assigned to the work by V. Chan in
Leader of my Angels: William Hayley and HIS Clncle (The
Edmonton Art Gallery, 1982) p. 61.

.
Chan, p. 61,

William Hayley, THL Life of Geonge Romney, Esq (London'

‘T Payne, 1809) D. 84 .

r

K. Thurnberg, An Account’ of the Cape of Good Hope and
Some Parts of the Interior of South Africa (London,
1804-1814), vol, XVI, p. 61. There is a discrepancy here
between the time that Romney executed his work, and the,
pubiication date of Thurnberg's account. It’ is likely
that Rgmneysheard the account verbally or from, other,

*sourdes before ‘it was published by Thurnberg. Accord1ng
to Hayley,'“the subject was recommended «to the painter
'by the Rev'd James Clarke, the biographer ‘of Lord
‘Nelson" (Hayley, p. 84).

Hayley, p.~8,. )

This concern is particuiarlyfclear when one considegs
the artist's interest in the philanthropist and
well—known prison reformer, John’Howard'

Due: to the thematlc overlapplng of the two subjects of o

the Deluge and the shipwreck it is sometimes difficult
to d1st1ngu1sh the two. For example, a painting done by
Goya 'in 1793-1794 has been identified as either "The

‘Shipwreck" or "The Flood" in Gassier and Wilson's

catalogue raisonné (Pierre Gassier and Juliet Wilson,
Goya: His Life and Work, London Thames and Hudson,

1971), p. 169 ‘\
Eitner, "The Open Wlndd% p. 287. o

Both Christian Semler and an anonymous writer for the-

Morgenblatt fur gebildete Stande interpreted the
- o ) R
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painting in this nay (William Vaughan, et. al., CaspaP

‘; David Friedrich, 1774-1840: Romantic Landscape Painting

69.

from Dresden, London"The Tate Gallery, 1972, p. 61, and

‘notes 1 and 2 on p. 66) .

Vaughan, CaspaF David Friedrich ..., p.61. This work was
the companion piece to Seashore with Fisherman, a work
which is an allegory of life. As Vaughan points out,
details in this palntlng such as a rack for drying hay,

- and a stream runnlng into the ocean may be symbols of

70'

71,

72.

73.

74.

75‘

76.°

77.

78.

. transience. It is significant that the shore, which may

be con51deréd to represent life, is a very small strlp
This work of which there are three known versions, may
have commemorated the death of Emma Korner (Vaughan,
Caspar David Friedrich ..., p. 69).

Vaughan, Caspar David Friedrich ..., p. 69.

This is the 1nterpretat10n given to the work by
Borsch-Supan (Vaughan, Caspar David Friedrich ., D.

69).

Vaughan, Caspaﬁ David FPiedﬁich ceer P 69.

Lorenz Eitner, Neoclassicism and Romantlcrsm 1750-1850:
Sources and Documents (Englwood Cliffs, New Jersey:
Prentice Hall, 1970),"vol. II, p. 40. The writings of
Kant, Flchte,'and Jacob Boehme influenced the
naturefphilosophy of Schelling (Eitner, Neoclassicism
and Romanticism ..., vol. 1I, p, 42).

Eitner, Neoclass:crsm and Romanticism ..., vol II P.
52. 4t is interesting to note the similarities in this
respect between Blake and Friedrich. Both saw "visions"
of what they would pa1nt before they began working, and
both of them also had images which they used in their
art revealed to them in their dreams (see Vaughan,

Caspar David Friedrich ..., p. 14). An important
dissimilarity should also be noted, however: while Blake
developed a complicafed personal mythology, Friedrich's
symbolism was not §V obscure; as has been noted, many

“contemporary viewers were able to 1dent1fy and to

1nterpret the intended.symbolic content in Friedrich's
work (Vaughan, CasparDavid Friedrich ..., p. 16).

As,quo;ed“by Eitner, Neoclass:c:smland~Romantfcism ceey
vel. II, p. 55. ; ‘

As cited by Vaughan (Vaughan, Caspar David Friedrich
., pP. 16).

ibid., p. 18. Calvin, for example, concelved ‘of nature
as the most 1mportant evidence of God s goodness (see:

¢
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Hugh Honour's Romanticism, p. 72).
Vaughan, Caspar David Friedrich ..., p. 15.
While there was a tradition in art of empioying the ship
or voyage by sea as a metaphor of sexual love, as is
mentioned in note 41, Friedrich here is referring to the

spiritual bonds between him and his wife,

The allegorical‘painting Das Schiff des Lebens f1815), o

" by, Eberhard Wachter is another example of this tradition

continuing in the 'nineteenth century. For an

illustrati and discussion of this, see M. Schneider,

"'Navigatid Vitae' und "Lebensstufen': Symbolische
Bilder des 19. Jahrhunderts", Kunst und das Schone, vol.
93, part 1, Jan. 1981, p. 26. o

The exact date of this work is unknown. Rosenblum
classifies it as "after 1818" (Robert Rosenblum, Modern
Painting and the Northern Romantic Tradition: Friedrich

' . to Rothko, New York: Harper & Row, 1975, p. 33).

83.

84,

85,

86.

- 87.

Rosenblum points out .a thematic similarity of "the
inevitable passage of life to death" in this work and
Turner's Fighting Téméraire of 1838 (R. Rosenblum,
"Caspar David Friedrich: a reappraisal", Studio
International, CLXXXIV, 1972, p. 74).

Similar in concept to this work is Moonrise on the Sea, .

~done in 1822. In this painting a group of three figures,

are sggted on a rock, watching two ships at sea. For an
interpretation of the religious symbolism see the
exhibit'ion catalogue German Masters of the Nineteenth
Century: -Paintings and Drawings from the Federal
Republic of Germany (The Metgopolitan Museum of Art, New
York: H.N. Abrams, 1981, no. 33). :

. » N . 1)
Rosenblum, "Caspar David Friedrich: a reappraisal", p.
74. For a discussion of the formal differences between

-Friedrich and contemporary landscape artists in England

and France, see also Rosenblum's article "Caspar David
Friedrich: a reappraisal", p. 74. .o :

Friedrich did an earlier painting of a polar shipwreck
entitled Arctic Scene (1798); this work, compositionally
as well as ideologically, has much in common with
Friedrich's The Polar Sea. For a reproduction of the
earlier work, see Robert Rosenblum's Modern Painting and

the Northern Romantic Tradition p. 34.. '

Rosénblum; Modern Painting ..., p. 34. This work has
also been called The Wreck of the Hope and The Sea of
Ice (German Masters of the Nineteenth Century, p. 112).
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This is the interpretation of this work which Eitner
discusses in "The Open Window ..." (p. 289), and it is
one with which Rosenblum agrees (Rosenblum, Modern
Painting ..., p. 34). This is also the 1nterpretat10n to
which the present writer subscribes. It should be.
pointed out, however, that there is another
understanding of the work, which interprets it in an
Wistorical-political light; this interpretation views
the barren winter landscape as being parallel to the
state of German politics, and the ship itself as
representing the coffin of liberty (Geran Masters of
the Nineteenth Century, p. 112).

German Masters of the Nineteenth Century, p. 112.

Eitner, "The Open Wlndow «s«.", pP. 289, and Rosenblum,
Modern Palntlng‘" .+ Pp. 33-34.

Russell Noyes, p. 123. | .

From William Cowper's "The Castaway" (Russell Noyes, pp.
131,132). ) ‘

«

a
:‘é

Chepter Three

1.

v

It is clear that much of the marine imagery which has
been examined in the preceding chapter could be
considered as falling within the broader category of
pilgrimage. The term "pilgrimage", here, however, will
exclude images of travel by sea and be applied only to
travel by 'land. ‘
We are once again (as in the case of the ship at sea)
confronted by what Carl Jung defined as an "archetypal
1mage" For a discussion of this see the first chapter
in Jung's The Archetypes and the Collective Unconscious

(London: Routledge and Kegan ‘Paul, 1959), pp. 3-41.

Walter Jong, "Evolution, Myth and Poetic Vision" in New
Theology, No. 5, Marty, Martin E. and Dean G. Peerman,
eds. (New York: Macmillan Co., 1968), pp. 244-245,

Samuel Chew, The Pilgrimage of Life (New Haven: Yale
Univ. Press, 1962) p. xxiii.

The visual imagery which illustrated this theme seems to
have been particularly popular in the seventeenth
century judging by the frequency with which it appears

in art. The theme is also found, it should be noted,



. ,%..s
‘)VIA

4.

“ 16-

18.

10.

11.

12.

13.

15,

17.

143

v

although seemingly not with quite the same frequency, in
the.art of the fifteenth and sixteenth centuries.

The choice between the two paths was based on Christ's
words in Matthew 7:13-14, The theme was developed in
early Christian times in the Didache and the Apocryphal
Epistle of Barnabas, before entering mediaeval
literature, when it became a frequently used motif
(Chew, The Pilgrimage of Life, p. 176).

Chew, The Pilgrimage of Life, p. 176. For a discussion
of this myth, and its appearance in art, see Erwin
Panofsky's Hercules am Scheidewege (Leipzig: Teubner,
1930). ) :

For a discussion of. the Pauline armour,- see Chew, The .
Pilgrimage of Life, pp. 140~143,

By 1792 there were 160 editions of Rilgrim’s Progress.
For a discussion of this see F.M. Harrison's article
"Editions of The Pilgrim’s Progress", The Library, 45,
XXII1, 1942, pp. 73-81. : : '

For discussions of the early illustrations done for
Pilgrim’s Progress see John Brown, dJohn Bunyan ,
(1628-1688): His Life, Times and Works (London: Hulbert
Publishing Co., 1928), Chap. XIX, "Editions,

JLllustrations, and Imitations of The Pilgrim’s

Progress", pp. 438-486.

G.E. Bentley Jr., "Flaxman's Drawings for Pilgrim's
Progress", Woman in the Eighteenth Century and Other
Essays, Paul Fritz and Richard Morton, eds. (Toronto and
Sarasota: Samuel Stevens Hakkert & Co., 1976), p. 248.

ibid. ‘

ibid. . R o

For a complete discussion of the dating of these designs
see Bentley's "Flaxman's Drawings ...", pp. 251-253.
G.E. Bentley Jr., "Flaxman's Drawings ...", p. 253.

Flaxman's beliefs, were strongly influenced by the
philosophy of Emanuel Swedenborg; see Harriet Whittemore

Blazing Cross”, Cornell University, 1981.

‘Fowler's Ph.D. thesis John Flaxman’s "Knight of the

G.E. Bentley Jr., "Flaxman's Drawings ...", p. 256.
For a discussion of this see Carol Dnncan's.”Happy
Mothers and Other New Ideas in French Art", Art -
Bulletin, December 1973, p. 577.
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Bindman, p. 43. It should also be noted here that the
knight appearing in late eighteenth-century art is also
sometimes linked, either directly or 1nd1rectly, to two
further literary sources. These are Ariosto's Orlando
Furioso and Edmund Spenser's Faerie Queene. See Jean
Seznec, Fragonard Drawings for Ariosto (New York, 1945),
and Laurel Bradely, "Elghteenth Century Pa1nt1ngs and
Illustrations of Spenser's Faerie Queene: A Study in
Taste , Marsyas, vol. XX, 1979-1980, pp. 31-51,

The work, which was never publlshed during Flaxman's
life, is twenty three pages in length and includes forty

drawings. It is presently in the Fitzwilliam Museum.

As cited by Harriet Whittemore Fowler, p. 2.

It is likely that Flaxman continued with his ‘

illustrations to Pilgrim’s Progress for a number of

years after he returned from Rome, but the dating of
these drawings is not entlrely clear. See note 14.

An 1nterest1ng difference between 'Flaxman's Knight and
the knlghts found in traditional Christian allegory, as
Fowler points out, is the fact that Flaxman's
protagonist has the power of the elements at his
disposal (Fowler, p. 7).

It should be noted that Flaxman executed a series of
undated drawings for Swedenborg's Arcana Coelestia.

David Bindman, ed., dohn Flaxman (London: Thames and -
Hudson, 1979) p. 120.

ibid.

Fowler, p. 32,

Fowler, p. 83.

Fowler, p. 82. ‘ ’ ¢

As cited by Fowler, p 96 o ",

Flaxman's draw1ngs of charity may be considered in
relation to Romney's drawings of the humanitarian and
prison reformer John Howard. Flaxman and Romney had
known each other since -1775, and it is possible that
Romney's Howard drawings owe something to Flaxman's
Dante album (Victor Chan, Leader of My Angels: William
Hayley and His Circle, p. 66). .

During the eighteenth century there was a general'
movement towards humanism. For a discussion of this see
Lewis White Beck, Eighteenth-Century Philosophy (New

‘W . t2 o
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York: The Free Press, 1966), p.6.
Anthony Blunt, The Art of William Blake, p. 39.

Keynes describes this work of Blake's as "a very
beautiful design, a 'woodcut on pewter', "known as
Sweeping the Interpreter’s House". He goes on to say
that contrary to the fact that the work was usually
assigned the date of 1817, he iis convinced that the work
was first printed in 1794. For this arguihent see Keynes,

Blake Studies, p. 165.

For a discussion of this see Anthony Blunt, The Art of
William Blake, pp. 76-78, and for a discussion of
Stothard's influence on Blake, see Anthony Blunt, The
Art of William Blake, p. 39. '

William Blake, A Descriptive Catalogue, p. 21, in The
Complete Poetry and Prose of William Blake, David _
Erdman, ed. (Berkeley?! University of California Press,

- 1982), p. 536.

See L. Eitner, "Cages, Prisons and Captives in
Eighteenth-Century Art", Images of Romanticism, pp.

13-38.

“For a brief overview of the scholarship dealing with

interpretations of Jerusalem, see Minna Doskow's William
Blake’s Jerusalem (London and Toronto: Associated
University Presses, 1982), pp. 13, 14.

11 "The City of God", in Fearful
Symmetry: a Study of William Blake (Princeton: Princeton
University Press, 1947), pp. 356-403. :

M. Doskow, p. 23, note 3.

M. Doskow, p. 15,

For a good overall discussion of the plot, and the work
in general, refer to M. Doskow's William Blake’s
Jerusalem. , .

M. Doskow, p. 26.

Other works of Blake's which contain images of a fiqure

entering a doorway or entrance include Death’s Door from
America (1791), Death’s Door from The Gates of “Paradise

(1793), Death’s Door from The Grave (1808), The Descent

of Man into the Vale of Death, from The Grave, and The
goul Exploring the Recesses of the Grave, from The .
rave. -

The ‘comparison between The Soul Reunited with God and
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A

b

The Prodigal Son by Martin de Vos has been observed by
Anthony Blunt in - The Art of William Blake, p. B1.

William Blake, Jerusalem: the Emanation of the Giant
Albion (1804, rpt., Paris: Trianon Press, 1974).

This in turn, was related to the new science of
psychology, which was just beginning to develop at this

time.
M. Doskow, p. 22.

For a discussion which places Albion in the context of
the symbolic Romantic giant, here representing rebellion
against tyrranical authority, see.V. Chan, "Rebellion,
Retribution, Resistance and Redemption: Genesis and
Metamorphosis of a Romantic Giant Enigma", Arts
Magazine, vol. 58, no. 10, June 1984, pp. 83,84,

A3

Among the German writers to use the image of the
wandering hero in a symbolic way, were Goethe, Wieland,
Heinrich Jung-Stilling, and Karl Philipp Moritz. The
theme of the wandering hero and the passionate yearning
for travel expresses a number of concepts which
concerned the Romantic writers. The figure of the
wanderer in German Romantic literature as a whole is
sometimes a positive image and sometimes a negative one.
For a discussion of this, see Theodore Gish's
"Wanderiust and Wanderleid: The Motif of the Wandering

'Hero in German Romanticism", Studies in Romanticism,
~vol. 3, 1963-1964, pp. 227-239. |

See Lorenz Eitner's "The Open Window ...", and also Jan
Bialostocki's "Die Rahmenthemen und die archetypischen
Bilder", in Stil.und Ikonographie: Studien zur

Kunstwissenschaft (Dresden: Verlag der Kunst, 1965), pp.

111-125,

_Artists who made use of the motif, and who were not

working in @ermany or Scandinavia, include the Swiss
artist who resided most of his life 1in England, Henry

.Fuseli, and the French artists M. Drolling the elder,

and Louise Adeone Drolling-Joubert.

Artists in these areas who used this motif included
Friedrich Kersting, A. Menzel and J.C. Clausen Dahl.
This has been pointed out by Lorenz Eitner in "The Open
Window ...", p. 286. It should also be mentioned that
while Friedrich employed the open window motif a number

-of times in his art (two further examples ineclude View

through a Window of 1806, and a self portrait of 1839)
another related image yhich recurs in his work is that
of a gate or doorway. g‘ is significant that this '

!
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entranceﬁay, on a number of occasions, leads to a
cemetary. This echoes the doorway leading to death which
has already been noted in Blake's p®rsonal iconography.

Jens Christian Jensen, Caspar David Friedrich: Life and
Work (1974, rpt., New York: Barron's Education Series,
1981), p. 144.

56. These fiqures may have been painted by Friedrich's
friend Georg Friedrtich Kersting (J.C. Jensen, p. 173).
This would, however, have been with Fr1edr1ch s
knowledge and consent

57. L. Eitner, Neoclass:czsm and Romantrc:sm, vol. II, p.
48,

58. ibid.

59. Writing in 1810, Friedrich's friend Heinrich von Kleist,
in a review of the painting, recognlzed the importance
of the work, stating that "the painter has doubtless
blazed a completely new trail in the field of his art"
(J.C. Jensen, p. 96). For a discussion of this work see
R. Rosenblum's first chapter in Modern Parntlng ceey
"Friedrich and the Divinity of Landscape , pp. 10-40,.

60. Rober; Rosenblum, Modern Painting ..., p. 10.

61. J.C. Jensen, pp. 97,98.

Conclusion

N As cited by Landow, "Shlpwrecked and Castaway...", p.
574.

2. 'Eltner, "The Open Window...", p. 288.
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