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ABSTRACT 

Marshal l Mcluhan has d i scl osed several c haracteri s ti cs of the medi um 

, of pri nt pertai ni ng to the abi l i ty of pri nt to render rea 1 i ty , among these 

bei n g  l i neari ty ,  uni formi ty and i nfi ni te repeatabi l i ty ,  ·al l i ndi cati ve 

of the vi s ual senses . I n  the Speatator by Addi son and Stee le  th i s  

aesthetic  of pri nt i s  parti cul arly vi s i bl e ,  i n  content , form , persona 

and styl e .  I ndeed , the aesthet ic  of pri nt s o  pervades the work that i t  

mi ght be sa id  to compose an embl em  of pri nt .  As s uch to  work i s  

particul arly va l uab l e  to the twenti eth century , when the part icu l ar val ues 

of a worl d rendered i n  terms of pri nt are i n  danger of becomi ng obscured 

or l ost  wi th the emergence of other  non-verbal medi a .  

v 
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CHAPTER I 

INTRODUCTION--PRINT, ESSAYS AND MYTH 

The periodic  essay was a unique genre of the ei ghteenth century :  
there was nothing qui te l i ke i t  before, and there has been nothi ng 
exactly l i ke i t  since, i n  length, i n  scope, and i n  poi nt of view. 
In ancestry i t  looks back to the essays of Montaigne and Bacon, to 
the characters and tabl e tal k  of the seventeenth century, and 
above al l to the journal i stic and pamphl et l i terature of the 
Restorati on.  In the nineteenth century i ts pl ace was partly 
taken by the fe�iZZeton and the l iterary essay of Hazl i tt, 
Lamb, and Stevenson ; to be succeeded in our own day by the work 
of the newspaper · v·ol umn i st •  and the featured contri buti on to 
the weekly review. 

Thi s quotation from Bond's " Introducti on" to h i s  edi ti on of 

the spectator raises two important considerations that need to be 

cl osely examined. First, val uabl e as such notions of genre evol uti on 

are, we should real ize that by simply catal ogi ng the formal i stic origins 

of the periodi c essay general ly, and of the TatZer and spectator 

speci fical ly, we have not i n  the same stroke necessari ly brought to 

l i ght their phenomenol ogical ori gins .  "Just as  one cannot float 

col ors in  space • • •  , .. remarks Susan Sontag, "one cannot have a work 

of art that does not impinge upon the human sensorium. ••2 Obvi ously 

there are formal i stic  relati onshi ps between the spectator, say, and 

the essays of Montai gne, and between the spectator and the essays of 

Bacon ; but more important i s  that the essay form of Montaigne and Bacon 

1 Donal d F .  Bond, ed . ,  The spectator , by Joseph Addi son and 
Ri chard Steele, "Introducti on .. ( Oxford: Cl arendon Press , 1 965 ) ,  xi i i .  

2
sontag, Against Interpretation (New York: Farrar, Strauss 

and Gi roux. 1965); reprinted in NcLuhan.: Bot and Coo Z, ed . Gera 1 d E .  
Stearn (New York: Dial Press, 1 967 ) ,  p .  261 . 

1 



was--is--a concrete phenomenological representation of the new man and 

new world contained within the form--splinters from the wholistic 

renaissance cosmos--and that Addison and Steele, in utilizing the 

essay form, to some extent disclosed this splintered universe with 

their use of the form. "The artist elaborates images which are the 

images of reality," states Herbert Read, "they are reality, for we 

only discover reality in the degree that we crystalize these images 

out of the Unknown."
3 

The media probes of Marshall Mcluhan offer one valuable way of 

approaching the phenomenological origins of these images. "Western 

history," he explains, 

was shaped for some three thousand years by the introduction 
of the phonetic alphabet, a medium that depends solely on the 
eye for comprehension. The alphabet is a construct of frag­
mented bits and parts which have no semantic meaning in them-

· selves and which must be strung together in a line, bead-like, 
and in a prescribed order. Its use fostered and encouraged the 
habit of perceiving all environment in visual and spatial 
terms--particularly in terms of a space and of a time that are 
uniform, 

c,o,n,t,i,n,u,o,u,s 
and 
c-o-n-n-e-c-t-e-d. 

The line, the continuum 
· 

--this sentence is a prime example-­
became the organizing principle of life • . . • 

'Rationality• 
and logic came to depend on t�e presentation of connected and 
sequential facts or concepts. 

2 

3
Read, Iaon and Idea: The Function of APt in the Development of 

Human Consaiousness (New York: Schocken Books, 1967), p. 134. 
, 

- . 

4
With Quintin Fiore, The Mediwn is the Massage: An Inventocy of 

Eff�ats (New York: Random House, 1967), pp. 44-45. The spectrum of 
opinion about Mcluhan is well represented in two collections of writings, 
NbLuhan: Pro and-Con , ed. Raymond Rosenthal (New York: Funk and 
Wagnalls, 1968) and MaLuhan: Hot and Cool , ·ed. Gerald E .  Stearn (New 
York: Dial Press, 1967). Perhaps the best book-length study of Mcluhan 
is The Mediwn is the Rear Viet..1 MiiTOr: Understanding NbLuhan (Montreal/ 
london: MeGill-Queen's Univ. Press, 1971), by Donald F. Theall, once a 
graduate student of Mcluhan•s but nonetheless a sometimes hostile critic. 



John Culkin, a major disciple of Mcluhan , adds: 11Whether one 

uses the medium to say that God is Dead or God is Love (--- -- ----), 

the structure of the medium remains·unchanged. Nine little black marks 

with no intrinsic meaning of their own are strung along a line with 

spaces left after the third and fifth marks. It is this stripping away 

of meaning that allows us to X-ray the form itself.115 

3 

And when the alphabet was cast into print, spreading its influence 

and creating the possibility of a mass audience, it became a funnel 

for the universe; in Culkin's words again: 

All sense data must henceforth be squeezed into and through the 
narrow passage of print. The audible, the pictorial, the tactile , 
the olefactory--all get translated into the visual and abstract. 
The little black marks of the Phoenician alphabet had no semantic 
meaning beyond their neutral sound. Reality is squeezed through 
the funnel of the alphabet. Reality comes out one drop at a 
time; it is segmented; sequential; it is fragmented along a 
straight line; it is analytic; it is abridged; it is reduced to 
one sense; it becomes susceptible to perspective and point of 
view; it becomes uniform and repeatable. A simple five-second 
human reaction to a sunset has to be strung out in words for 
sentence after sentence before one human can tell another what it 
meant to him. Time and space are busted up into little bits.6 

The splintered universe is nowhere more vividly portrayed than 

by the pamphlets and newspapers of the seventeenth and early eighteenth 

centuries,7 resulting from a tendency on the part of British journalism 

11to exploit the mosaic form of the newspaper in order to present the 

5culkin, 11A Schoolman's Guide to Marshall Mcluhan , 11 Saturday 
Review (March 1 8 ,  1 967); reprinted in McLuhan: Pro and Con, ed. 
Raymond Rosenthal (New York: Funk and Wagnalls , 1 968) , p. 249. 

6Culkin , 11A Handful of Postulates , .. in Stearn , pp. 42-43. 

7
Louis Dudek, Literature and the Press: A History of Printing� 

Printed Media, and Their Re�ation to Literature (Toronto: Ryerson and 
Contact Presses , n.d.), p. 20. 



di sconti nuous vari ety and i ncongru ity of ord i nary l i fe . 11 8 By 11mosai c 

form" McLuhan means the typi cal  newspaper format of a number of unre­

l ated news i tems j uxtaposed together wi thout regard for arrangi ng or 

creati ng a themati c un ity. He goes on to state that 11 the press i s  a 

dai ly acti on and f i cti on or th i ng made, and i t  i s  made out of just 

4 

about everythi ng i n  the commun i ty .  By the mosa i c  means, i t  i s  made i nto 

a communal image or cross-secti on1 1  (Media , p .  2 1 2 ) .  The arrangement 

and f i na l  confi gurati on of the image, however, i s  l argely l eft for the 

reader to construct, not the wri ter or ed itor.  And by juxtapos ing·a 

number of usual l y  unrel ated i tems dai ly as i t  d i d, the speatator , too, 

uti l i zed th i s  mosai c .  

The noti on that a 11communa l image1 1  cou l d  or shou l d  be composed 

from the rough juxtapos i ti on ing of i tems of ord i nary news i s  phenomenol ­

ogical ly  s i gn i f i cant . After a l l ,  i t  was not as i f  everyday l i fe became 

"di sconti nuous" or 11 i ncongruous 1 1  sudden ly  i n  the l ast th i rd of the 

seventeenth century and so brought to bei ng the newspaper . 

Rather, McLuhan ' s  scenario postul ates that peop l e  because of  the 

myri ad of reasons that brought about the ri se of the mi ddl e c l a ss, 

ch i ef among them be i ng the i nvent ion of movabl e type and the Gutenberg 

press, began to take more noti ce of thei r own l i ves, and consequently 

to f i nd more s i gn i fi cance in them .  Thus commonpl ace, i ndi v i dua l ,  

un iversa l ly  i n s i gn i fi cant happen i ngs mani fested i n  the l i near, uni form 

terms of pri nt and more or l es s  haphazardly thrown together randomly 

onto a penny page of Fool scap came to compri se the essence of the worl d 

8McLuhan, Understanding Media: The Extentions of Man ( New York : 
McGraw-Hi l l ,  1 964 ),  p .  207 . 



5 
scheme or pattern for man in the eighteenth century, while the grand 

renaissance vision of a balanced,ordered universe, which Shakespeare 

conveyed through the elevated rhetoric and cosmically significant actions 

of kings and princes, faded into history. 

"Print technology created the public,• states Mcluhan. 11The 

public consists of separated individuals walking around with separate, 

fixed points of view • • •  the fragmentary outlook• (M.:r.ssage, pp. 69-

69). And so i� the late l600•s the public set about framing and pre­

serving certain remnants from their old environment--oral speech or 

conversation especially; various social institutions, ways of life, 

manners and mores resulting from an oral culture--in the medium that 

increasingly was weaving it a new pattern of life, the medium of print. 

For instance,_ the Athenian �. the first question and 

answer periodical, begun on March 17, 1691, and published by John 

Dunton, had a format composed of general news and answers to questions 

(often spurious) from correspondents. The answers measured a few lines 

in length to long ess�s and covered a variety of subjects, ranging 

from politics and religion to love, natural history, superstition and 

folklore.9 These topics �re the subject also of much daily conversation 

during this time and by nature �re highly vulnerable to changes in 

cultural context; thus they were logical choices for content. But 

more importantly, the question and answer fonnat in which they were 

rendered was itself an ontological manifestation of everyd� oral 

speech, framed on the new wall of print. Dialogue sheets like 

9�rge S. Marr, rhs Periodical Essayitlts of the Eighteenth Ctmtu:Py 
(New York: Appleton, 1924), pp. ·14-15. · 



HeraaUtus Ridens ( 1 681 ) and Roger L 1 Estrange • s..,Observator ( 1 68 1 ) , 10 

and part i cu l arly works such as SaJTlJel Defoe • s  11Advi ce to the Scanda l  . . � \.,. 

Cl ub , .. preserved oral conversati on even more accurately and arti sti -

cal ly  through exact imi tati on of speech patterns and i ntroducti on of 

the 1 1C l ub11 dev i ce whi ch Addi son and Steel e woul d  l ater carry to 

perfecti on (Marr , pp . · 1 5-1 7 ). 

Thi s  s i tuati on hol ds true wi th al l of the formal i sti c ori g i ns 

of the genre , .ea·ch one man i  festi .ng a tendency , as Sontag puts i t ,  

1 1tO upgrade the old env i ronment i nto an art form11 ( p .  254 ). John 

Sel den•s TabZe-TaZk ( 1 68 9 ) , for exampl e ,  freezes speech in pri nt  and 

in so doing  asserts that there i s  something of aestheti c appea l i n  

ordi nary col l oqui al conversati on i n  and of i tsel f ,  a fact l ater con­

fi rmed by the succes$ of the novel ;  the Miaroaosmographie ( 1 628 ) of 

John Earl e not on ly carri es over the character stereotype from drama 

to prose fi cti on but demonstrates how di fferent and how fu l l  and 

rounded a c haracter can be created in the med i um of pri nt  a l one , wi th­

out the usual prov i s i on of an enti re context of i mi tated l i fe g i ven 

6 

wi th a pl ay .  Both Sel den•s and Earl e • s  works al so are spl i nter i ngs from 

the renai ssance concept of a unifi ed experi ence and ba l anced cosmos , 

the one separating  speech from i ts speaker and cast ing  it a l one i nto 

pri nt  ( i n  a phenomenol og i cal  sense a l l  pri nted speech i s  11 taken out of 

context 11 ) ,  the other 11 d1 smemberi ng 11 fi gurati vely the parts of a man 

wi th the di sassoc i ational , analyti cal powers of the pres s .  Al l of 

1 0R i chmond P .  Bond , 1 1 Growth and Change i n  the Early Engl i sh 
Press , 11 the 1 5th Annual Publ i c  Lecture on Books and Bi bli ography , 
presented at the Un i v .  of Kansas on 1 5  November , 1 968 ( Lawrence : 
Un i v .  of Kansas Li brari es , 1 969 ) , p .  1 5 .  



these aesthetic inferences the periodic essay took in along with the 

11Character11 fonn. 

In each of these instances, aspects of life thought to be the 

most commonplace and unnoticed, the clich�s of life, took on a new 

significance when rendered into the linear, uniform terms of print and 

placed in the context of a corresponding world view. For, writes 

Naum Gabo, 

Shapes, colors, and lines speak their own languages. They are 
events in themselves ·and in organized construction they become 
beings--their psychological force is immediate, irresistible, and 
universal to all species of mankind; not being the result of a 
convention, �s'words are, they are unambiguous, and it is for 
that reason·that their impact can influence the human psyche; 
it can break or mold it; it exults, it depresses, elates or makes 
desperate; it can bring order where there was confusjon and it 
can disturb and exasperate where there was an order. 11 

7 

Thus the period essay as an event was rooted ontologically in 

a cultural phenomenon Marshall Mcluhan has capsulated in the title of 

12 one of his books: From CZiah� to Arahetype. Howard Gossage explains 

the significance of· the title this way: 

'·Cliche' means any environmental element, omnipresent, unnoticed. 
It becomes noticed when the environment changes. At this point, 
as it becomes the 'content' of the new environment, it also 
becomes an art fonn. If you live in a room that has cabbage 
rose patterned wallpaper, you will notice it at first but after 
a while, it will become just wallpaper. What was,once.fresh and 
new turns into a cliche and assumes its role as part of the 
environment. Now let us swppose that when you· repaper your room, 
you decide to save a square of the old stuff and have it framed. 
As a picture it is no longer wallpaper, bvt content for the· 
new environment. Something else has happened too: it has become 
an ·art fonn. If it is successful as an art form and, is admired 

11Katherine S. Dreier, James Johnson Sweeney and Naum Gabo, 
Three Leatu:t'es on Modern Art (New York: Philosophical Library, 

· 1949), pp. 82-83; quoted in Read, p. 135. 
· 

12Mcluhan (New York: Viking, 1970). 



and copied--or at any rate persists so that eventually it becomes 
the one and only form which all others emanate--it constitutes an 
archetype. Today' s archetype was yesterday's art form, day before 
yesterday's cliche , and the day before that it was the last 
word.1 3 · . 

8 

Th.is is precisely the ontological genesis of the Spectatozt. The Tatlezt, 

as itS very name impli es , uti li zed the environment of oral speech that 

had �omi nated western coi11Tluni cation for centuries to the point of becomi ng 

a cli che--an omni present, unnoti ced element of the envi ronment. When 

the cul ture deci ded to "repaper, " or more speci fi cally, when Addi son 

and Steele  repl aced the Tatlezt wi th the Spectatozt, the name change alone 

signali ng a cultural swi tch from an oral medium to a vi sual medium of 

coriwnunication , " a  square of the old stuff, " .  i .e., speech, was saved 

and framed i n  the new medium of print, becoming the "content11 of the new 

environment. The periodic essays of the Spectatozt did i ndeed become an 

art form, were h�ghly successful as such (Melvin P .  Watson says that 

the Speotatozt ·kept a "stranglehold" on t
.
he genre for over a century 1 4) ,  

and did in fact come to represent something of an archetype of the 

Augustan Age. In its ontol ogical being , then , in its manner and medium 

of· expression more so than in its i deas and content, did the peri odic 

essay contribute to the formation and manifestati.on of a new world view 

tn,the eighteenth century. 

The second consideration Bond raises--the one that actually 

provoked this study--is that the periodic essay is a form unique to the 

eighteenth century. This seems an obvious assumption , and our purpose 

1 3Gossage , " Understanding Marshall Mcluhan , "  Rampa!'ts {Apri l, 
1 966 ) ; reprinted in Stearn , pp. 1 3-1 4. 

1 4watson , Magaaine Serials and the Essay Tradition, 1746-1820 
(Baton Rouge: Lou i s i ana State Uni v .  Press , 1 956 ) , p. 29 . 



here i s  not to quest i on i ts essenti al  correctness . But at the same 

9 

time i t  i s  not an assumpti on one shou l d  l et go by wi thout some attempt 

to determi ne how and why i t  can be made and to ascertai n  what were the 

factors un i que to the ei ghteenth century that i n  the i r  combi nati on woul d  

resul t  i n  the per iod i c  es say--woul d  cal l i t  i nto bei ng . 

The term .. peri odi c essay .. i tsel f g i ves us some cl ue as to the 

nature of these factors , for i t  i s  a term that expresses a paradox . The 

words 1 1peri od i c 11 and 1 1essay11 actual ly i nvoke a concept of a j ournal i sti c 

l i terature , a concept whi ch today i s  not paradoxi cal at al l ,  but whi ch to 

the e ighteenth century certa i n l y  must have represented someth ing of a 

contradi cti on i n  terms . The essays of Montai gne and Bacon were , of 

course , l i terature , but they were not per iodi c i n  any sense; nor were 

the characters of Sel den and Earl e .  Nei ther had the i ncreased vol ume 

of · l i terary act iv i ty and h i gh number of books printed at the end of 

the s i xteenth century made a noti ceab l e  impact on the general avai l a­

bi l ity of l i terature i n  Eng l and ; i n  fact throughout the 1 7oo•s and up  

unti l about 1 800, the pri ces of  books i ncreased at  a rate proport i onal ly  

hi gher than the general l evel of  pri ces , thus mak i ng  books l ess avai l ab l e  

to the general publ i c  des pi te wi de usage o f  the pri nt ing  press ( Dudek , 

p .  1 9 ) .  

But even though there was no 11 popul ar11 press i n  Eng l and dur i ng 

thi s  peri od , pri nt ing was hav i ng an effect on the soci ety ;  s l owl y the 

med i um was gai n i ng in use , i nfl uence and prest i ge , gradual ly suppl anti ng 

the ol der oral medi um as the central carri er of co11111un i cati on .  1 1The 

hi story of pri nti ng from 1 600 to 1 800 i s  not a h i story of techn i cal  

advance , .. observes Loui s  Dudek ;  11 i ts hi story is  one of gradual extens i on 

i n  the qual i ty and character of pri n ted matter, a speci a l i zati on of i ts 
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uses-�in  books� peri odicals� and newspaper--and the development of new 

literary condi tions with the growth of a larger mi ddl e-cl ass reading 

publ ic• (p .  20) .  There was by the close of the seventeenth century� 

then� a hunger for print ( indeed� one can almost literally equate food 

with print at this time , for unti l 1 71 2  the price of a newspaper was the 

same as the price of a mutton dinner : a penny or a penny and a hal f  

[Dudek� p .  23]) . Thi s  hunger , i n  turn� more or l ess resulted i n  the 

bi rth of the peri odic press ( Dudek,  p .  36 ) .  And though the early 

journals were short-lived� there were a great many of them and they 

were growing in  populari ty: one estimate of the number of newspapers 

printed and sold in  England annually in 1 71 2  was 2�288�000; in  1 760 

the number would.be esti.at� at 7�400�000 per year. 1 5 
' 

Sti ll� the pamphlets , journals and newspapers of the neophi te 

British press in  the late 1 600's , whi le indeed periodic ,  were not� 

in the main, literature, and there was little connecti on between 

journali sm and literature pe� se. It was probably the startling increase 

in  newspaper reading that was responsi ble for turni ng the attention of 

men of letters to journali sm, for virtually no li terary figures were 

all ied to the periodic press in the 1 600's� whi le after the turn of 

the century five of the great wri ters of the Augustan period--Defoe� 

Addison and Steel e di rectly; Swift and Pope to a lesser extent--become 

the leading figures in the evol uti on and development of the periodical 

(Qudek, pp. 23-24; Bond� p. 8).  The end result of thi s movement was 

a heightening of the quality and prestige of the newspaper, the 

1 5Kurt von Stutterheim, The Press in Engtand, trans .  W. H. 
Johnson (London� 1934) ,  p .  37; c ited in Dudek, p .  23. 



development of realism and the expression of a general atmosphere of 

eclecticism in contemporary literature, as well as some exchange of 

characteristics between media (Bond, pp. 9, 16). 

The man probably most responsible for demonstrating the connec­

tion between journalism and literature was Daniel Defoe. Scholars 

agree that Defoe wrote his fiction in the style of journalism;16 James 

Sutherland, for example, believes that 11it is clear • . •  that the 

author of fifty-nine who suddenly began giving the world a series of 

fictional narratives was still to a considerable extent upon the 

familiar ground of fact. ••17 

But as a reporter prior to his excursion into novels, Defoe 

11 

had also been engaged in the creation of fiction. 11A principle function 

of the newspaper, •• Mcluhan explains, 11Was to correct rumors and oral 

reports, as a dictionary might provide •correct• spellings and meanings � 
for words that had long existed without the benefit of dictionaries. 

Fairly soon the press began to sense that news was not only to be reported 

but also gathered, and, indeed, to be made .. (Media, p. 212). It is this 

later, umaking, 11 stage of journalism that Defoe took to its logical 

conclusion in Robinson Czousoe. 

Defoe once described his ability to make fiction as his .. Mythologi­

cal Manner, .. but his myth was one stirred by real contemporary events. 18 

16Bryant, 11The Relationship Between Defoe the Journalist and Defoe 
the Novelist, .. Diss. Univ. of Tennessee, 1973, p. 93. 

17 Sutherland, 1 1The Author of Robinson Crusoe, .. TbJentieth Centu:Py 
Interpretations of Robinson Czousoe, ed. Fratik H. Ellis (Englewood Cliffs, 
N.J. : Prentice- Hall, 1969), p. 31; quoted in Bryant, p. 93. 

1s..aximill ian E. Novak, 11The Imaginative Genius of Robinson Czousoe 
and the Events of 1716-1719, .. Tennessee Studies in LitePature, 19 {1974), 
[to be published]. 
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Maximillian Novak has explored the effect on the novel of Defoe's deep 

involvement in writing and editing day-to-day events during the three 

years previous to the publication of Robinson Crusoe in 1719; he states 

that the conflicting poles of fact and fiction manifested in Defoe a 

tendency to merge single events into an archetypal ·narrative, and that 

this trait is particularly evident in the composition of Robinson 

Cl'USoe (see note 18). In addition the specific accounts of happenings 

dating from this period, the novel also utilizes many of the character­

istics of journalistic writing--precise dates, places, numbers, lists 

of items, simple facts, dialogues in realistic idiom and patterns of 

speech (Bryant, pp. 100, 114)--to create if not the mosaic reality 

of the press, then the probability. of reality in myth.19 

Indeed, in spite of its journa l.i sti c format, Robinson Crusoe 

is a transcendent narrative, and as such F. M. Cornford's remarks on 

the nat.ure· of classical myth seem equally appropriate for it: "most of 

us wi.ll feel that the great myths of the world are more than historical 

anecdotes. They come, even to us [today], charged with congenial 

warmth, with the appeal of a mysterious significance lying behind their 

face value as legendary incident. We are, very dimly but intensely, 

aware of some untversal meaning that is contained in a myth, and not 

contained in a plot of intrigue."20 The problem with myth that Defoe 

encountered is the imprecision inherent in its metaphorical use of 

19John F. R9ss, &Jift and Defoe (Berkeley/Los Angeles: Univ. 
of California Pras�, 1941), p.· 99; cited in Bryant, p. 98. Cf. E. M. W. 
Tillyard, The Epia Strain in the EngZ.ish NoveZ (Fair Lawn, N.J.: 
Essential Books, 195�), pp. 25-50; cited in Novak [see note 18]. 

20cornford, The unwritten PhiZosophy and Other Essays (Cambridge: 
Cambridge Univ. Press·, 1967}, p. 4. 
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l anguage; but he real ized that oftentimes what was l ost in precision 

was gained in suggestion, as Cornford impl ies. This possibil ity makes 
. . 

his myths potential ly reve�l ing and worth anal yzing, especial ly since 

their 11Containers" or fonnat--l ike those of-Addison and Steel e--are 

partl y poetic or artistic.
21 

Mcluhan ·bel ieves that "Myth is the mode of simul taneous awareness 

of a compl ex group of causes and effects • • • • . Myth means putting on 

the audience, putting on one ' s  environment11 ;22 and environments, he 

concl udes, ••are not passive wrappings, �t are, rather, active processes 

which are invisible• (�sage, p. 68 ) .  Mcluhan points out here too that 
. 

environments el ude easy perception; but from our viewpoint in the 

twentieth century, we can see Defoe ' s  •putting on11 of environment in 

the eighteenth. 

The mythic dimension of Defoe' s work'has been investigated in 

some depth by Paul Hunter. Essential ly, Hunter argues, this dimension 

was _the product_of Defoe's Dissenter heritage, which accepted in toto 

the cosmol ogy of the Middle  Ages and.the -early renaissance. To the 

Dissenter the Doctrine of Correspondences "seemed not only val id 
i � ' � 

as a general
· 
theory but

-
as a detail ed description ·�f real ity. •• 23 

But in the earl y years of Defoe•� l ife, this ol d worl d  was crumbl ing. 

21 Donal d  F .  Theal l ,  The Medium is the Reazo ViebJ Mi�r: Under­
standing MCLuhan (Montreal /London: MeGil l -Queen ' s  Univ. Press, 1 971 ) ,  p. 82. 

22
Nassage, p. 1 14. Mcluhan gives an example of 11 putting on .. an 

environment from the twentieth century: "The Beatl es do this . They are 
a group of.peopl e who suddenly were �bl e  to put on their audience and the 

·Engl ish l anguage with musical effects--putting on a whol e vesture, a 
whole time; a Zeit11 (Massage, p. 1 14 ) .  

23Hunter, The Reluctant PiZgztim: Defoe's EmbzOOtia Method and 
Qu£st for Fomz in Robinson Crusoe (Bal timore: The Johns Hopkins Press, 
1 966 ) ' p. 94 • 
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Slowly the old view, which assumed that the symmetry of relationships 

seen in the created world extended to the spiritual world as well, was 

being undercut by the empirical observation of data introduced by the 

new science. Such a denial of correspondence posed a direct threat to 

the way of perceiving reality characteristic of the Puritan mind, since 

that mind was rather desperately committed to pictorialness (Hunter, 

p. 95). 

Puritanism met the crisis by substituting for analogy the less 

precise but equally pictorial mode of metaphor as the primary episte­

mqlogical _tool. The book of nature, then, became an imperfect emblem of 

the spiritual world instead of a precise reproduction of it or an index 

of the attributes of God. This emblem, to be sure, needed careful 

interpretation; still, it led equally surely, if not equally easily, 

to truth (Hunter, p. 96). · So in place of the splintered vision of 

object and event offered by the new science, Puritanism put in its 

place a world of space and time which was internally consistent and 

where object and event had purpose and, more important, discoverable 

meanings (Hunter, p. 99), thereby making or remaking myth or "putting 

on" an environment. 

This made �th or environment saw events in a pattern, moving 

••teleological� y towards an end of history beyond the limits of the myth 

but prophesized within it." "The Puritan Mind," Hunter continues, 

was also comprised of meanings, of concepts imagined in events 
(atonement, for example): if contemporary events (such as 
•holy•wars, plagues, and tempests) recalled biblical events, these 
events could also suggest concepts in the myth (the dual nature 
of man, punishment for sin, or providential intervention for man•s 
salvation). Contemporary events thus became emblems of concepts, 
and the contemporary world itself became emblematic of the 
spiritual or conceptual world which was the ultimate referent 
of all creation, the ultimate reality. Contemporary events and 



the contemporary world now operated only suggestively on man's 
perception, for the old precise system of analogies was gone, 
but even this small guide toward certitude gladdened the hearts 
of men bewildered by the rapidity of changes in their world 
(p. 1 02). 

Robinson Crusoe, then, with its inspiration rooted in contemporary 

accounts of plagues, shipwrecks, tempests, did invoke the made myth 

of the Puritans and thus comprised an emblem of the eighteenth-century 

world. 

likewise, in his accounting of events as a journalist prior to 

his writing of Robinson Crusoe, Defoe was also engaged, even if 

unconsciously (Hunter, p. 113), in the creation of a mosaic image of 

the contemporary world and thus, in the context of the Puritan world 

view, of an emblem of the spiritual or conceptual world. 

15 

In �ch the same way, Addison and Steele were engaged in creating 

such an emblem with their production of the spectatoP, except that in 

their case the emblem was not the Puritan one of the spiritual or 

conceptual world (though their ethos owed much to Puritanism), but 

of a moral universe precipitated from the myth of the new science which 

had shattered the old world of the Dissenter. Addison particularly, 

as a strong Anglican, did not have a Puritan heritage to contend with; 

he saw himself as standing within an Anglican tradition that offered 

two separate but contiguous paths to religious truth: the first being 

revelation, the source of faith, and the second being reason, the source 

of spiritual knowledge.24 Indeed, Addison was always more comfortable 

24Bloom, Josevh Addison's Social Ani1ml (Providence, R.I.: Brown 
Univ. Press, 1971), �p. 175-176. 



dealing with matters of reason·than revelations ands although he 

refrained from admitting the fact directly,  his writings imply that 
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he considered faith to occupy a lower plane of reliability than knowledge 

derived from •rational or empirical demonstration .. ( Blooms pp. 1 76-1 77) . 

In reversing the priorities of Puritan theologys Addison was 

fol lowing the lead of Geoffrey Tillotsons and like Tillotsons Addison 

exercised the right to doubt and to use the methods of scientific 

inquiry to search for theological answers .  He yearned for a perception 

of divinity that would translate speculation and hope into certainty 

and fact. Toward this end he became an ardent advocate of natural 

philosophy, defending vigorously the new science in both the Patter 

and the spsctato�. He considered the mathematical probing of the 

universe by those such as Newton and Boyle to be valuable spiritual 

exercises, insisting all of his life that the ultimate function of 

science was to consider "the several ends of Providence which are 

served by • • •  and the wonders of divine wisd(lll which appear in" 

natural phenomena (s 393 ) , and scorning individuals of 11little genius .. 

who would reduce scientific research to a preoccupation with 11insects , 

reptiles , _animalcules , and • . •  trifling rarities. ••25 

25Quoted from Addison without citation by Bl oom, p. 1 77. William 
Powell Jones , 2'he Rhetoric ·of Science: A Study of Scientific Ideas and 
imagery in �hteenth-Century English Poetry ( Berkeley/Los Angeles : 
Univ. of California Press,  1 966 ) , notes that Addison was not the only 
writer to object to the practice of "observatory .. science: ''The only 
real hostility to science in l iterature appears in the ridicule of the 
virtuoso by the neo-classical wits . • • • The scientist depicted in 
literature as a comic type began soon after the founding of the Royal 
Society in 1 662 and persisted wel l into the nineteenth century. Under 
the name •virtuoso" he became known chiefly as a collector of curiosities 
and a searcher for monstrosities in natures and as such he became the 
object of literary ridicule in drama , prose , satire , and comic verses" 
(p. 65 ) .  
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But while his myth differed in emphasis from that of the Puritan, 

in looking to the new science for its correspondences rather than to 

biblical texts, in insisting on the empirically justifiable primacy of 

sight rather than the Puritan tradition of pictorialness (Bloom, p. 

174), in purpose Addison•s myth was very much the same as that of the 

Puritans--to provide a new model for the world to replace the old 

cosmology of the renaissance (Hunter, p. 121). Thus it is only seemingly 

ironic that many of the details of the two myths were similar. In both 

the spectator - and Robinson �oe there is the use of specific documenta­

tion characteristic of journalism and a blending of fact and fiction to 

construct a probability of reality. And while the spectator does not 

utilize overtly the three fundamental metaphors of the Puritan myth 

found in Robinson Crusoe--the metaphor of spiritual warfare, the 

metaphor of the journey, and the metaphor of the wilderness (Hunter, 

p. 103)--there are passages which contain concepts roughly equivalent 

to them. Alexandre Beljame,for·one,believes that 11no one else under­

stood as [Addison]·did, that it was the long divorce of wit from virtue 

which had produced in England thatprofound moral disturbance from which 

people were now just trying to escape . . . . 1126 There is little doubt, 

in fact, that Addison, in his concern with manners and morals, and 

in his satirical parables and ezempta directed toward correcting them, 

expressed a concept of the· 
world as a spiritual battleground and considered 

himself engaged in spiritual warfare; moreover, there is in the Mr. 

Spectator persona a manifestation in one sense of the puritan guide 

26
Beljame, Men of Letters and the English Public in the Eighteenth 

Century, ed. Bonamy Dobree, trans. E. 0. Larimer (London: Kegal Paul, 
Trench, Trubner, 1948), p. 276. 
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l eadi ng the way to sal vati on. 27 And i n  the mosai c  representati on of the 

everyday l i fe of London observed in h i s  random wanderi ngs around the 

c i ty ,  Mr. Spectator i nvokes v i vi dly an image of a spi ri tual wi l derness 

not unl i ke that descri bed by the puri tan gui des. 28 

In practi ce , the same di l emma faced the wri ters of the Spectator 

that faced the Puri tan j ournal i st ,  i . e. ,  how 11 to touch the l i ves of men 

who were l ess and l ess i mpressed by conventional exhortati on and reci ta-

tion of standard exampl es and who were , at the same time ,  becomi ng more 

27Hunter notes that 11Puri tan gu i de wri ters regarded the confl ict 
between good and ev i l  as man ' s  centra l probl em ,  and i n  thei r wri t ings 
they tri ed to bol ster the defenses of men whose weakened wi l l s  made them 
prey to the powerful  forces of Satan , forces whi ch had an al l y  i n  the 
heart of every man because of ori gi nal s i n .  Gu i de wri ters , spiri tual 
bi ographers , and pi l grim al l egori sts regarded the whol e worl d as the 
battl eground on wh i ch the confl i ct was fought , and they sought to 
descri be al l of l i fe in terms of thi s fundamental confl i ct . . ( p. 1 04 ) .  
The Bl ooms state that 1 1 Addi son h imsel f cl early gave preemi nence to 
moral i ty but admi tted that i t  cou l d  not be d ivorced from fa i th . . . .  
The pi l grim coul d not �ravel one road . . .  wi thout enteri ng on the 
other; and both l ed h im  fina l ly  to eternal j udgment1 1  ( p .  1 84 ) . Whi l e  
Addi son ' s  vers i on of the metaphor of the spi ri tual battl eground and the 
journey was not so cl early mani fested or so harsh ly doctri nai re as 
that of the Di ssenter , the same Chri sti an v i s i on prompted both. 

28Hunter observes that 1 1The i nternal form of the metaphor [of 
spiri tual wi l derness] . . .  col l apsed time and p l ace i nto a s i ng le  
embl em of  creati on and emphasi zed the potenti al of  man for ach i ev i ng 
paradi sal contentment within himse�f ( that i s ,  wi thout regard to earthly  
stri v i ng ) 1 1 ( p. 1 1 1 ) . Addi son l i kewi se was not i nterested parti cul arly 
in reformi ng external  env i ronments; he cons i stently emphasi zed achi ev i ng 
an i nternal state of paradi se over an external  one i n  the apparent 
bel i ef that such a state was the only contentment man wou l d  fi nd i n  
thi s  worl d. Hunter notes too that 11 0ften the i nternal  and external 
forms of the metaphor [of spi ri tual wi l derness]  merged a lmost imper­
cepti bly i nto one : a man ' s  ' wi l derness wanderi ng• and the ' wi l derness 
state • of h i s  soul became synonymous , as  di d man ' s  u l timate arri val i n  
Canaan and the • garden state• of h i s  sou l ;  for the body ' s progress , 
u l timately , was embl empti c of the sou l 's cond i t i on .. ( p. 1 1 2 ) . Thus Mr. 
Spectator's habi t of wanderi ng about London observ i ng the deprav i ty of 
the streets , coffee-houses , drawi ng rooms , bus i nesses and even churches 
and drawi ng moral s and parabl es from them was such an embl emati c acti v i ty ,  
for as h i s body progressed through the c i ty he drew the external immoral i ty 
i nto hi s i nternal soul , and there arri ved at 1 1the garden state , .. i . e. , 
true moral i ty and , u l timate ly ,  sal vation .  
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and more soph i sti cated i n  thei r tastes . . . 11 29--the probl em of 1 1putti ng 

on11 the audi ence that Mclu han spoke of . And to a l arge degree, the ir  

sol uti ons were amaz ingly s imi l ar :  the fi cti onal i zed story for the 

re l uctant Puri tan , and the on ly  s l i ghtly l ess  metaphori cal peri odi c 

essay for the enl i ghtened Angl i can .  In each case the sol uti on repre­

sented an ontol og ical  embl em for the worl d .  

It was on ly  i n  the matter of a more soph i sti cated approach to 

appea l i ng to the �ore sophi sti cated tastes of the audi ence that the 

speatator mi ght be sai d to have framed a better ontol og i cal representa­

tion of the ei ghteenth century than did Defoe . Yet thi s di fference i n  

approach was important, for i n  many ways the speatator expressed l i fe 

for the century i n  terms that i t  both requ ired and wi shed i tsel f to 

be expressed i n .  In ei ther case , though , truth i s  demonstrabl e i n  

popu l ari ty i n  works wr i tten for the 11 publ ic 1 1 ; the marked succes s of 

both the Speatator and Robinson Crusoe testi f ies to the truthful ness 

of the i r emb l ems and the effecti veness of the i r manner and medi um of 

express i on .  

But the matter of approach does di scl ose an i mportant facet of 

myth , and th i s  facet of myth i n  the Speatator Mcluhan has poi nted up 

29 Hunter , p .  1 1 5 .  The Bl ooms note that part of Addi son's purpose 
in wri ti ng 11was to pi que the curi osi ty of freeth i nkers , whom i n  specta­
tor ial days he had often wanted to conci l i ate and attract i nto the Church 
of Eng l and . speatator 459 , for exampl e ,  so stres sed the functi on of 
moral i ty in di vi ne worshi p that no dei st cou l d  presumably take except i on 
to prescri bed forms . Add i son even ri s ked near heresy to emphas i ze that 
' no arti c l e  of fa i th can be true • i f  i t  undermi nes mora l i ty .  Appeal i ng 
to the eth ical core of dei st ic  bel i ef ,  he dec l ared ' that the greatest 
fri end of mora l i ty ,  or natural rel i g i on ,  cannot poss i bl y  apprehend any 
danger from enbracing Chri sti an i ty ,  as i t  i s  preserved pure and uncor­
rupt i n  the doctri nes of our nati onal church . '  Wi th such statements he 
hoped to reassure the de i s ts that revel ati on i n  Angl i can bel i ef wa s 
compati bl e wi th thei r rati onal moral i ty11 (pp . 1 84-1 85� . 



i n  h i s di sti ncti ve way . It  concerns the onto l og i cal  i mpact of the 

pri nted word i tsel f  and speci fi cal ly of the env i ronment that i t  estab­

l i shed for the speatator , an impact whi ch he di scussed i n  a work 

enti tl ed Counterblast ( Fi gure 1 ). 

I t  i s  the medi um of the speatator that wi l l  concern us for the 

bu l k  of th i s  study. Spec ifi cal l y ,  we wi l l  exami ne how experi ence 

comes to stand i n  the Speatator , what the terms of th i s  experi ence 

are , and the effects that the experi ence causes. By fol l owi ng such a 

procedure , we hope to di scl ose the envi ronment of pri nt not on ly for 

the exper i ence of the e ig hteenth century reader , but for our own 

read i ng of i t  in  the present as wel l .  

20 



SPEECHASENCODEDVISUALLYINWRITINGISNOTSPEECH 
ANYLONGER. It is given a visual bias of great intensity by 
being reduced to writing. Moreover, as written, it's ab­
stracted from all other senses. Speech on radio is similarly 

. reduced to one sense: the auditory-aural. Radio is not 
speech though it seems, like writing, to "contain" speech. 
Our illusion of "content" derives from one medium being 
"within" or simultaneous with another. For this reason in­
strumental music has no "content" and non-objective art 
likewise is an abstract manipulation of the modalities of 
sight. 

Multi-screen projection tends to end the story-line, as the 
symbolist poem ends narrative in verse. That is, multiple 
screen in creating a simultaneous syntax eliminates the 
literary medium from film. 

fr\\ !t1f IT ;; V'fi"lll --� c RE EN t [J 
ll\'/il \,UJ �il 

'�.L\CET517 
but simultaneous myths. 

They are complex processes. "Sea shell ebb music way­
river she flows." 

The Addison-Steele discovery of equitone prose, in addi- I 
tion to creating a fixed point of view, enabled the author to I 
become a "man of letters". He could now approach the 
large, homogenized public of a market society in a con­
sistent and complacent role. 

That is, the maintaining of supercilious equitone and atti­
tude to an audience equals Mandarin or Bloomsbury prose. 
This is the origin of the "man of letters." Till the discovery 
of equitone prose, the writer had to wear a corporate, tribal 
mask of some sort, as did Swift. The medieval clown 
dominates the role of writer until the Addison-Steele dis­
covery of mass-production flow of equitone. 

This all ended with the symbolist recovery of tribal, collec­
tive awareness: Hypocrite lecteur. 

Fi gure 1 .  Word myth .t 

tMarsha l l  Mc luhan ,  Counterb last , desi gned by 
Harl ey Parker ( New York : Harcourt , Brace and 
Worl d ,  1 969 ) ,  pp. 24-2 5 .  

N ....... 



CHAPTER I I  

S I GHT , NEWTON , AND PRI NT 

In Speatato'l' 41 1 Add i son l eaves l i ttl e doubt as to the pos i t i on of 

s i g ht i n  the h i erarchy of senses : 

Our S i ght . i s  the mo st perfect and mos t  del i g htful of a l l our 
Senses . I t · f i l l s  the Mi nd wi th the l argest Vari ety of I deas , 
converses wi th i ts Obj ects at  the greate st Di stance , and con­
ti nues the l ongest in Ac ti on wi thout be i ng t i red or s a t i a ted 
wi th i ts proper Enj oyme nts . . . . Ou r S i g ht . . .  may be 
con s i dered as a more del i cate and d i ffus i ve ki nd of Tou ch , 
that s preads i ts sel f over an  i nfi n i te Mul ti tude of Bod i es , 
comprehends the l argest F i gures , and bri ngs i nfo our reach 
some of the more remote Parts of the U n i verse . 

Ad d i son a l so makes c l ear tha t the pl ea s u res of the i mag i nati on , both 

pri mary and se condary , proceed from s i ght : II by the P l eas ures of 

the I ma g i na t i o n  or Fa ncy I here mea n s u c h  as ar i se from vi s i bl e  

Obj ects 11 ( I I I , 536-537 ) .  S i ght i s  a key concept i n  Add i son i an aes theti cs , 

then , yet h i s  atti tude to i t  rema i n s a maj or ambi gu i ty .  For one t h i ng , 

he never devoted a n  ent i re essay to the concept ; even h i s  few expl i c i t  

references to i t  are br i ef ,  often comi ng i n  sentences o r  pas sages wh i ch 

are pr i mari ly concerned wi th expl ai n i n g someth i ng el se . Often too , the 

context in whi ch the word or concept appears i s  metapho r i cal or anal og i ­

c a l , and though the as soci a t i on i s  never forced or enti re l y  i naccurate , 

i t  i s  not a l ways prec i s e or part i c u l a r l y  hel pful to a reader l ooki ng for 

fi n i te l i mi ta t i on s  to the use of the term . Add i so n ' s  u s e  of the word 

i s ,  i n  short , i l l u s i ve ;  i t  seems , i n  fact 1 to consti tu te the second 

11most pa l pa b l e "  type of abuse of wo rds wh i c h Budgel l ,  in  a paraphra se 

1 
The Speatato'l' , ed . Dona l d  F .  Bond ( Oxford : C l arendon Pres s , 

1 965 ) ,  I I I � 535-536 . Al l references herea fter a re to the Bond edi ti on .  

22 
• 
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of Locke , warned about in speatatoP 373 : i . e . , the abuse wh ich  occurs 

11When we are so i nconsi stent and unsteady on the Appl i cation of [words] , 

that we sometimes use them to s i gn ify one Idea , sometimes another11 

( I I  I ,  403 ) . 

To understand thi s apparent amb i gu i ty ,  we shou l d  fi rst exami ne the 

context wi thi n wh ich  Addi son--and Steel e--knew the term . W imsatt and 

Brooks observe of the time i n  whi ch they were wri ti ng : 11 It  woul d appear 

that i n  thi s age both the feel i ng and the act of val u i ng were theoreti ­

ca l ly detached from a certa i n  someth i ng--an Ari stotel i an structure of 

i deas , a substanti ve bel i ef about God , man , and the uni verse--and were 

ei ther l eft fl oat ing free of reference or were attached to another area 

of experience provi ded or newly emphasi zed in another vi s ion  of real i ty-­

the new v i s i on of the empi rical  and sensaltional . 1 1 2 Probably no l i terary 

fi gure i n  the early e i ghteenth century mani fested th i s  1 1 new vi s i on of 

the empi r ical  and sensati onal "  more than d id  Addi son , and h i s concept of 

si ght was shaped more by the sci enti fi c di scoveri es and specul ati ons of 

the seventeenth and ei ghteenth centuri es than by any other s i ng l e  

i nfl uence . Locke and Newton , i n  parti cul ar , had opened new wi ndows on 

the worl d ,  and the poets, Add i son be i ng among the fi rst , were fasci nated 

by the v i ew they provi ded . 3 

2Wi l l i am K.  Wimsatt , Jr . , and Cl eanth Brooks , LitePaPy CPitiaism: 
A ShoPt HistoPy ( New York : Vi ntage , 1 957 ) , p .  253 . 

3Lee Andrew El i oseff notes that 1 1Addi son '.s own debt to Engl i s h 
Empi r ic i sm cannot be easi ly  summari zed . Addi son made no contri buti on to 
the phi l osophy of h i s  age , but he was an i nterested observer of devel op­
ments i n  many of the most important phi l osoph i cal  i ssues of hi s time ,  and 
an i ntel l i gent commentator upon them .  Hi s l i mi tations are mani fest i n  the 
very purpose for whi ch hi s essays were wri tten . The speatatoP was not 
meant to be stud ied , but to be read i n  a l ei surel y fashi on i n  the coffee 
houses . He read Locke and Hobbes careful l y ,  but i f  the speatatoP had 
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Locke ' s  Essay on Human understanding , thanks l argely  to the promo­

ti on i t  recei ved i n  the speatator, was the most i nfl uenti al  sci enti fi c  

work i n  Eng l and a t  the begi nn i ng of the e i ghteenth century .  But as the 

century wore on , Newton began to suppl ant Locke i n  i nfl uence as knowl edge 

of h i s  optiaks , publ i shed in 1 704 , spread . 4 The di scoveri es and specu­

l ati ons put forth i n  the Optiaks were , however , a l ready wide ly  known 

and d i scussed among the sci enti fi c commun i ty and wel l - i nformed l aymen 

ever s i nce Newton fi rst presented hi s theory of l i ght and col or i n  a paper 

sent to the Royal Soci ety on February 6,  1 672 . 5 The Optiaks , in  fact , 

mi ght wel l have appeared about 1 692 were i t  not for a fi re i n  Newton ' s  

room wh ich  destroyed many -papers , i nc l udi ng a major work on optics , that 

conta i ned the resul ts of twenty-three years of researc h . 6 In any case , 

Addi son was certa i nly  fami l i ar wi th Newton ' s  pri smati c  di scover ies before 

1 704 , at l east second-hand , s i nce Locke had used them i n  his Essay 

( 1 690 ) ; 7 i n  hi s Oration in Praise of the New Philosophy , g i ven i n  1 693 , 

Addi son pays h i s  fi rst tri bute to Newton i n  pri nt and defends the " new 

been a l earned j ournal Add i s on woul d  not have wri tten for i t . " The 
Cultural �lieu of Addison 's Literary Gritiaism (Austi n :  Uni v .  of Texas 
Press , 1 963 ) , p .  195 . 

4Marjor i e  Hope Ni col son , Newton Demands the Muse : Newton
.
's optiaks 

and the Eighteenth Century Poets ( Pri nceton : Pri nceton Uni v .  Press ,  1 966 ) , 
pp.  1 1 , 1 6 ,  1 37 .  Wi l l i am Powel l Jones i n  The Rhetoria of Saienae : A 
Study of Saientifia Ideas and Imagery in Eighteenth Century Poetry ( Berkel ey/ 
Los Angel es : Uni v .  of Cal i forn i a  Press , 1 966 ) , argues that wh i l e  the 
i nfl uence of the Optiaks on poets was great ,  i t  sti l l  d i d  not have the 
impact that the �naipia d id  ( p .  97 ) . 

5N i col son , Newton , pp. 6-7 .  
6N i col son , Newton, p .  7 .  
7N i col son , Newton , pp . 4 ,  7 '  1 1 6 , 1 63 .  
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phi l osophy11 i n  genera1 . 8 Add i son al so encountered the phi l osophy i n  

France duri ng h i s  Grand Tour ; he wrote Dr . John Hough , Bi shop of 

Li chfi e l d ,  on November 29 , 1 700 , of hi s v i si t wi th P i erre Mal ebranche , 

the French phys i c i st :  11H i s book [Mal ebranche • s ] i s  now Repri nting wi th 

Addi ti ons , among whi ch he read to me a very pretty Hypothes i s  of Col ours , 

wh ich i s  very d i fferent from that of Cartes i us or Dr .  Newton , tho they 

may al l be true . 11 9 Add i son • s  Remarks on Several- Parts of Italy , publ i shed 

i n  1 705 but wr i tten from notes taken i n  Europe , i ndi cate that the three 

categories  he devel oped i n  the spectator essays on the pl easures of the 

i mag i nation-- i . e . ,  the beauti ful , the great,  and the uncommon --were 

al ready at least ·vaguely i n  hi s mind , and there i s  good reason to be l i eve 
1 0  that he was working on a draft of these essays as early as 1 704 . 

Marj ori e  Ni col son reports that at i ts i n i t i al appearance the 

Opticks did  not demonstrate a wi de appeal to the l ay i magi nat ion ; 1 1  

Addi son , however ,  was one of the f irst wri ters to show i nterest i n  

Newton • s  i deas , or  i n  the aestheti c i mpl i cations of h i s i deas . 1 2  

N i col son . notes that Addi son ,  i n  bei ng acutely attuned to al l of the 

i ntel l ectual currents of the time ,  was 1 1more respons i bl e  than any other 

popul ar wr i ter for readi ng Newton i nto Locke and Locke i nto Newton . . . .  11 1 3  

8Ni  col son , Mountain Gloom and Mountain Glory : The Deve lopment of 
the Aesthetics of the Infinite ( I thaca : Corne 1 1 Un i v .  · Press , 1 941 ) , 
pp . 302-303 . 

9
Letters of John .Addison , ed . Wal ter Graham ( Oxford : Clarendon 

Press , 1 941 ) ,  p .  25 ; quoted i n  Ni col son , Newton , p .  8 .  

1 0N icol son ,  Mountain , pp . 304-305 , 307- 308 . 
l l N . 1 7 8 9 1 co son , Newton , pp . , - . 
1 2Ib 'd 1 48 Cf II • 309 1- • , p .  . . 1..tounta-z,n , p .  . 

1 3Ibid , p .  1 05 .  
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The two great natura l  phi l osophers take on a k i nd  of joi nt i denti ty 

for him.  1 4  

That such an i denti ty cou l d  i mpress Add i son to the poi nt where he 

wou l d  found a system of aestheti cs on i t  \n what can on ly  be vi ewed as 

a break wi th c l assi cal aestheti cs i s  evi denced by the impact of thi s 

sci enti fi c  i con on other poets and wri ters of the century. 1 5  Thi s  i mpact 

i s  parti c�l arly evi dent wi th regard to the �oncept of s i ght .  M .  A .  

Gol dberg , who has traced the devel opment of  s i g ht as a n  important el ement 

i n  ei ghteenth- century aestheti cs by · fol l owi ng the vari ous i nner and 

outer vi s i ons rel ated i n  the 1 1 hi l l 1 1 poems of the century ,  fi nds that 

11 a lmos t  coi nc ident wi th Addi son • s  The PLeasures of the Imagination 

[ 1 71 2] and wi th the resurgence of Long i nus • Peri Hupsous . . .  emerges 

an attempt . . .  to exami ne external nature . 1 1 1 6  In the hi l l  poems · of 

Lady Mary Wortl ey Montagu , John Dyer , and Ri chard West ,  espec ia l l y ,  he 
/ 

notes that  the i ntel l ectual abstracti ons  and di dacti c i sm apparent in  

seventeenth-century hi l l  poetry l i ke that of John Denham 1 1are the final  

consequence of ,objects before the poet • s  eye , 11 rather than themsel ves 

bei ng the pervas i ve concern , as i s  the case wi th Denham (68) . He v i ews 

Montagu • s  11 Verses Wri tten i n  the Ch iosk  of the Bri ti sh-Pal ace , at Pera 11 

1 4
Ibid. , pp . 1 48 ,  1 49 · 

1 5
Ibid, p. 22 . Jones notes that Newton became a symbol for sc i ence 

after hi s dea th i n  1 727 . But prai se of hi m . exi sts in l ater Spectator 
numbers ( 543 ,  554 , 635 ) , where he i s  descri bed as 11 the mi racl e of our 
present age , 1 1 11The gl ory of our own Nati on , 1 1 the gen i u s  of such magn i tude 
that he appears 11 l i ke one of another Spec i es 1 1 ( p .  97 ) . For other pra i se 
of Newton before 1 727 , see al so Al l a n D.  McKi l l op ,  ed , , James Thompson : 
The CastLe of IndoLence and Other Poems ( Lawrence : Uni v .  of Kansas 
Press , 1 961 ) , pp . l 28ff .  

1 6Gol dberg , 1 1 The Language of Art and Real i ty :  A Study of E i ghteenth­
Century H i l l  Poems , 1 1 Boston University Studies in EngUsh , 3 (Summer , 
1 957 ) ' 66 . 
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( 1 71 8 )  as 1 1 a lmost a vi sua l exerci ze for Lady Mary , as s he stra ins  the eye 

at seei ng . . .  11 ( 68 ) .  Go l dberg al so observes that i n  1 1 Gronger H i l l 11 

( 1 726 )  by Dyer 1 1 the ocu l ar and vi sua l  are cons istently domi nant1 1 ( 6f3 ) , 

and notes that West ' s  11 The V iew from Thatch House . . ( 1 738 ) makes a di rect 

appea l to the ocu l ar :  

Let u s  v iew the fa i r  Scene round . 
See ! how wi de the prospecte l i e ,  

Open al l beneath the Eye ! ( 70) 

Al l of these poems conta i n  the resul ts of di rect ocu l ar assessment : 

cata l og i ng , l ush  descri ption , overt eye movements pl aced i n  rapid  metr ics 

befi tting such moti on , rei nforcing  the concept of 1 1an i nfi n i te and varied 

nature11 ( 69 ) . Wi th th is  empha s i s  on the ocu l ar and descr ipti ve ,  the 

personal and subject ive necessari ly i ntrude wi th frequency , though wi th 

a sentimenta l i sm that borders on the dramati c ,  1 1as i f , 11 Gol dberg says , 

11 the eye were performing for the fi rst time before an aud ience . . ( 70) . 

There was ,  i n  s hort , a del i ght i n  the vi sual senses that seemed newl y 

di scovered by each of these eighteenth-century poets , a del i ght whi c h  

Addi son seemed a l so to have di scovered when h e  descri bed s i g ht in  

speatatoP 41 1 as 1 1 the most perfect and most del i ghtfu l of  al l our 

Senses . .  ( Gol dberg , 70 ) . Later on , the popul arity of opti cs  and Newton­

i ani sm peP se approached out-and-out wors h i p  wi th the publ icati on i n  

1 744 of Young ' s  Night Thoughts ,  Thompson ' s  Seasons , and Akens ide ' s  The 

P�easUPes of the Imagination- -the l ast a work wh ich borrowed more than 

just a ti tl e from Addi son . 1 7  

But i n  al l of these works --Ad£1i son ' s  i nfl uen�e , .  too , i.� semi nal , 

not just i n  the i nterpretat ion of i deas and concepts , but i n  tenor 

1 7N ·  1 5 1 56 1 co son , Newton , pp . , . 
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as wel l .  Hi s essays are ,  i n  fact , a refl ecti on of h i s  age , and thus 

h i s  phi l osophy fs ecl ecti c ,  for it matched the phi l osophi ca l  tenor of 

h i s mi l i eu .  Addi son himsel f was not a phi l osopher , however ; he and hi s 

contemporari es were attempti ng merely to consol i date i ntel l i gentl y the 

important achi evements whi ch had been made duri ng  the age of Hobbes and 

Newton . At hi s best h i s contri buti on i s  that of an i ntel l i gent l ayman 

trying to pi ece together the foundations of hi s cri ti c i sm ( E l i osett , 

pp . 1 95- 1 96 } ,  and i t  i s  i n  thi s l i ght that we must understand h i s , 

and Steel e ' s ,  context for the notion of si ght . The notion came out 

of hi s search for roots in the earthly garden of sci ence , and thus we 

can beg i n  to real i ze why hi s concept of i t  i s  so i l l us i ve ,  for ,  at the 

beg i nni ng of the century ,  the sc i enti fic  concept of s i ght was not wi th­

out i l l us i veness i tsel f .  In one sense Addi son s imply  refl ects the con­

fus i on and . debate over si ght goi ng on in sci enti fic  ci rc l es . Addi son ' s  

l etter to Dr . Hough h i nts of thi s debate , and of i ts scope ; and the 

fact that Newton h imsel f chose not to publ i s h the Optiaks unti l after the 

death in 1 703 of Robert Hooke , Newton ' s  severest cri tic  i n  Eng l and , 

suggests i ts i ntens i ty : 1 8  I t  i s  not surpri s ing , then , to d i scover how 

much the terms of th i s  debate and i ts extent affected the Speatator . 

In  the aptiaks , Newton specul ates that s i ght was a process i n  whi ch 

l i ght , i n i ti al l y  from the sun ( the sun bei ng the ori g i nal  source of al l 

l i ght ) , acts upon other bodi es , whi ch by absorbi ng the l i ght are caused 

to vi brate. Thi s vi brati on i s  heat ,  and al l bod i es when heated suf-

fi ci entl y emi t heat as l i ght by vi brati on of thei r parts . Li ght can 

thus be transmi tted to other bodi es , wh i ch al so , when heated suffi ci ent ly ,  

18  . N icol son , Newton , p .  7 .  



emi t l i ght and affect sti l l  other bod ies in  turn . These l i ght vi bra-
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t ions or 1 1Waves , 11 he specul ates al so 1 1exci te 11 the retina of the eye and 

are thus conducted a l ong the opti c nerve to the bra i n ,  there�y resul ti ng 

in what i s  cal l ed v i s i on . 1 9  

The actua l phys i cs of v i s i on had final ly  been establ i shed earl y i n  

the seventeenth century.  In the exh i b i tion of his  experi ments in  Rome 

i n  1 625 , Chri stopher Schei ner cut away the coats on the back part of 

eyes of sheep , oxen , and men and , hol d ing vari ous  obj ects before them ,  

showed the images of the objects cl early and di sti nctly i nverted on the 

naked reti na . 20 Thi s same experiment was repeated by Pol i n i ere i n  hi s 

cl asses at the Un i vers ity of Pari s i n  1 700 , 21 the same year that Addi son 

wa s ta k ing h i s Grand Tour ; and though there i s  no evi dence to support 

such an event , i t  i s  tempti ng to i mag ine Addi son hearing  of or poss i bl y  

even see i ng the experi ment during h i s  short stay i n  Pari s .  In any 

case , these experiments merely confi rmed specu l at ion as to the functi on 

of the eye , for ever si nce the fi rst observati on of and experimentation 

wi th the camera obscura phenomenon sci enti sts had theori zed at vari ous 
22 . times that the eye worked l i ke a ki nd of camera . 

The camera obscura , fi rst noted by Leonardo da V inc i  and brought 

i nto promi nence aga i n  by Schei ner , Pol i n i ere , Newton and many others , 

1 9Newton , Opticks : Or, a �eatise of the Reflections, Refrac­
tions, Inflections and Colours of Light , repri nted from the fourth 
edi ti on . . . by E .  T. Whi taker. New York : Dover , 1 931 ) ,  pp . 340-345 . 

20N i col son , Newton , pp .  79 , 81 , 93 , 1 03 .  
2 1 sl ake T .  Hanna , 1 1Pol i n i ere and the Teach i ng of Phys i cs at Pari s 

1 700- 1 738 , 1 1 Eighteenth Century Studies Presented to Arthur M. Watson, 
ed . Peter Gay ( Hanover , N . H . : Uni v .  Press of New Engl and , 1 972 ) , 
pp . 1 6 '  34 . 

22N ·  1 78 1 co son , Newton , p .  . 



prov ided vi s i bl e evi dence of the process by whi ch the outer worl d i s  

impri nted on the eye . For the fi rst time the l ayman coul d appreciate 

the mi racl e of s i ght .  He  cou l d  comprehend the dai ly event of seei ng , 
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of percei v ing  the external worl d i nterna l ly through eyes wh i ch cou l d  not 

p ick and choose what they wou l d  perce ive but whi ch nonethe l ess  must act 

as the chief intermediary between mi nd and matter . Si ght di spl ayed i n  

th i s  context cou l d  not hel p but appear to be at once the most natural 

and the most mysteri ous of al l the connecti ons between man and nature , 

and the thoughtfu l man , once he began to ponder th i s  phenomenon , found 

himsel f i nvo lved in  metaphys ics  and epi stemol ogy . 23 Addi son , al ways 

the 1 1 thoughfu l  man , 11 conveys ( i n  s 41 4) someth i ng of the wonder of s i g ht 

i n  hi s descri pti on of the camera obscura : 

The pretti est Lands ki p I ever saw , was one drawn on the Wa l l s  of 
a dark Room , whi ch stood oppos i te on one s i de to a navi gabl e 
Ri ver , and on the other to a Park .  The Experiment i s  very common 
i n  Opti cks . Here you mi ght di scover the Waves and Fl uctuati ons 
of the Water in strong and proper Col ours , with  the Pi cture of a 
Sh ip  enteri ng at one end , and sai l i ng by degrees through the 
who le  P i ece . On another there appeared the green Shadows of Trees , 
wav i ng  to and fro wi th the W ind , and Herds of Deer among them i n  
M in iature , l eaping  about upon fue Wa l l .  I must confess ,  the 
Nove l ty of such a S i ght may be one occasi on of i ts P l ea santness 
to the Imag i nati on , but certa i n ly  i ts chi ef Reason i s  i ts near 
Resemb l ance to Nature , as it does not on ly , l i ke other Pi ctures , 
g i ve the Col our and F i gure , but the Moti on of the Thi ngs i t  
represents . ( I I I ,  5 50-551 ) 

Add i son al so i ndi cates el sewhere in  the speatatoP that he was 

fami l i ar wi th contemporary sci enti f ic  descri pti ons of the workings of 
••:s• " 

the eye . 24 Di sagreement centered not so much arou'nd the eye , or the 

23N · 1 81 1 co son , Newton , p .  . 
24 Cf . speatatoP 275 , I I , 572-573 ; Bond suggests as  Addi son • s  

source for the descri pti on of the Beau • s  eye Thomas Gi bson , The Anatomy 
of Humane Bodies EPitomized , book V ,  chpt . i v ,  • of the Musc l es of the 
Eyes • ( s i xth ed i t i on , 1 703 , pp .  403-404 ) , in I I , 6fn . , 572-573 ; 



functi on of the eye , however ,  but rather on what came i nto the eye-­

i . e. ,  l i ght--and how it was percei ved . Sci enti sts were not the only 

ones interested in these matters; one epi stemol ogi ca l  probl em whi c h  

occupi ed the i nterest of  both sc ienti st and l ayman was the problem of 

three-di mens i onal  percepti on : i. e . , why was i t  that we 1 1 See .. only  

two-dimensi onal pi ctures wi th our  eyes but "percei ve .. more than two­

d imens i onal qual i ti es i n  them?25 As Mr. Spectator observed i n  number 

250 : " Now as to the pecul i ar Qua l i ti es of the Eye , that f i ne Park of 
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our Consti tuti on seems as much the Receptacl e  and Seat of our Pass i on s ,  

Appetites , and I nc l i nati ons , a s  the Mind itsel f; at l east • ti s  the out­

ward Portal to i ntroduce them to the House wi thi n , or rather the 

common Thorough-fare to l et our Affections  pass i n  and out; Love ,  Anger , 

Pride , and Avari ce al l vi s i bly  move i n  those l i ttl e Orbs " ( I I , 471 ) .  

Theori es were devi sed to d iv ide the powers of perception between the 

bra i n  and the eye , or to l ocate 11 S i ght " in one or the other organ , but 

none were enti rely  sati sfactory or general ly  agreed upon . The poet 

Bl ackmore summed up the s i tuati on n i cely i n  a coupl et :  

Al l Percepti on i n  the Brain  i s  made , 26 Tho • where and how was never yet Di spl ay • d. 

Newton hazarded the noti on i n  Query 23 that images  i mpressed upon 

the reti na , " propagated by Moti on a l ong the Fi bres of the Optick  Nerves 
. t th B . II th f . . 27 B t h " 1  1 n  o e ra1 n  • . .  , are e cause o v1 s 1on . u w 1 e 

N i col son notes of the passage : " Stri pped of i ts sati re , we have here 
the outl i ne of a report to the Royal Soci ety , "  Saience and ITTrlgination 
(Chi cago : Great Seal Books , 1 956 ) , p .  1 81 .  

25N i col son , Newton , pp. 1 03- 1 04 .  
26Quoted wi thout c i tati on i n  N i col son , Newton , p. 1 04 .  
27 Newton , p .  345 ; quoted in N i col son , Newton , p. 94. 
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physiological ly accurate , hi s description only shifted the image recep­

tion from one organ to another , and Newton himsel f real i zed that he 

sti l l  had not solved the problem of three-dimensional perception . 28 

He never did sol ve i t ,  in fact,  but he did speculate on a sol ution that 

Addi son apparently found plaus ibl e  and uti l i zed to an extent .  Instead 

of trying to define the rel ationshi p between the brain  and the eye, 

Newton simply l abel ed it  the "Sensory" and rather cautiously expl ained 

what he meant by that in Query 28 of the Opticks : " It  not the Sensory 

of Animal s that place to which the sensitive Substance i s  present ,  and 

into which the sens i bl e  Species of Th ings are carried through the Nerves 
' 

and Bra i n ,  that there they may be percei ved by their  immedi ate presence 

to that Substance?"29 From the "Sensory" of animal s he went on to dis­

cuss the "Sensori um" of God ,
30 

and Addi son was particul arly impressed 

wi th .thi s latter specul ati on of Newton 's, referring to it  d i rectly in  

Speotato�t 565 on the "Omn i science and Omnipresence of  God . "
3 1  

But he seems to have been impressed wi th the i dea of the sensory · 

or sensori um on a l ess exa l ted l evel as wel l ,  espec i a l ly in  hi s concept 

of si ght . Li ke Newton , he never attempts to define the con�ction 

between bra i n  and eye but i nstead i mpl i es a vague sensory partnershi p 

of the two organs .  In spectato� 41 1 ,  for instance , he declares that 

"del ightful  Scenes , "  whi ch of course make the i r  entrance through 

28Nicol son , Ne�ton , p .  1 04 .  

29
Newton , p .  370; quoted i n  N icol son , Ne�ton , p .  1 05.  Cf. 

Speotatol' 41 1 ,  I I I ,  538 , where Addi son speaks of the immed iacy of sight 
to the imaginati on .  

30
Newton , p .  370; quoted i n  N icol son , Ne�ton , p .  1 05 .  

31
speotato!' 565 , IV , 532 ; Cf .  N i col son , Newton , p .  1 05 .  
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the eye , 11 have a ki nd ly  I nfl uence on the Body , as wel l  as the 

Mi nd • • . .. ( I I  I , 539 ) . 

Addi son al so impl i es a di v i s i on between things that come i nto 

the eye : i . e . , between thi ngs that del i ght the Mi nd and thi ngs that do 

not . Thi s d iv i s i on i s  not based s imply on aestheti c grounds :  Addi son 

goes to some l engths to poi nt out that a del i g htful sense has a heal thy 

phys i cal  as wel l  as aestheti c effect on the bra i n  and eye , and a l es s  

than del i ghtful one j ust the opposi te effect. He c i tes here Bacon • s  

essay On Health , noting i n  particu l ar  that Bacon 1 1 has not thought i t  

improper to prescri be to hi s Reader a Poem or a Prospect . . .  11 to c l ear 

and bri ghten the imaginati on , d i sperse gri ef and mel ancholy ,  and set 

the 1 1An imal Spi ri ts in pl eas ing  and agreeabl e Moti ons  . . ( I I I , 539 ) . 

Obv i ously , a poem and a prospect are di fferent thi ngs , as  Addi son h im­

se lf  wi l l  poi nt  out l ater i n  spectator 41 6 ( I I I , 559 ) ; at thi s poi nt ,  

however , he offers n o  di sti ncti on between them but i nstead goes on to 

expl a i n  further hi s i dea of a del i ghtful prospect , a lmost as if he saw 

no di fference and was ,  in fact , by tal ki ng about the one , tal k i ng about 

the other .  Addi son was i n  thi s passage thi nki ng  of a poem and a pro­

spect simply  as images that meet the eye and not as di sti nct objects i n  

themsel ves , a n  impress ion enhanced by the xnowl edge that the ei ghteenth 

century tended to eval uate poet i c  imagery in terms of a poetry-pa i nting  

paral l el . 32  

A del i g htful prospect , he says i n  spectator 41 2 ,  i s  one 11Where the 

Eye has Room to range abroad , to expati ate at l arge on the Immens i ty 

of i ts V i ews , and to l ose i tsel f ami dst the Variety of Objects , that 

32chester E .  Chapi n ,  Personification in the Eighteenth Century 
( New York : Ki ng • s  Crown Pres s ,  1 955 ) ,  p .  32 . 
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offer themsel ves to i ts Observati on 11 ; he spec ifi cal ly  s uggests that 

1 1 the Prospects of an open Champa i n  Country ,  a vast uncu l ti vated Desart , 

of huge Heaps of a Mounta i ns , h i gh  Rocks and Prec i p i ces , or a wi de 

expanse of Waters 11 wou ld  afford such del i ght ( I I I , 540 ) . Further on i n  

h i s d i scuss i on o f  11 Greatness , 11 Add i son notes that the mi nd of man hates 

restra ints of any k i nd and 11 i s  apt to fancy i t  sel f under a sort of 

Confi nement ,  when the S i ght i s  pent up i n  a narrow Compass , and shortened 

on every s i de by the Nei ghbourhood of Wal l s  or Mounta i n s 11 ( 540-541 ) .  

And , rememberi ng the terms of h i s  pra i se of the camera obscura . .  Land­

ski p ,  . . Add i son al so asserts that s i ght ti res with l ooki ng at prospects 

1 1Where every thi ng conti nues fi xt and settl ed i n  the same Pl ace and 

Posture • 11 ; we are 11 rel i eved at the S i ght of such Objects as are 

ever i n  Moti on , and s l i di ng away from beneath the Eye of the Behol der . . 

( 542 ) . 

That Add i son fel t  the image of a poem cou l d  provi de del i ghtfu l , 

hea l thy s i ght equa l to that of a l andscape i s  demonstrated i n  h i s 

descr i pt ion of the del ight 1 1Wh i ch proceeds from Ideas ra i sed by 

WoPds11 : 

Words , when wel l chosen , have so great a Force i n  them ,  that a 
!l_escri pti on often g i ves us  more 1 i vely Ideas than the S i ght . 
of Thi ngs themse 1 ves . The Reader fi nds a Scene drawn i n  stronger 
col ours , and pa i nted more to the L i fe in h i s Imag i nati on , by the 
hel p of Words , than by an actual Survey of the Scene wh i ch they 
descr i be .  In  thi s  Case the Poet seems to get the better of 
Nature ; he takes , i ndeed , the Landsk i p  after her , but g i ves i t  
more, v i gorous Touches , hei ghtens i ts Beauty , and so enl i vens the 
whol e P i ece , that the Images whi ch fl ow from the Objects them­
sel ves appear weak and fai nt , i n  Compari son to those that come 
from the Express i ons . (s 41 6 ,  I I I ,  560-561 ) 

A prospect composed of words cou l d  produce better s i ght than coul d a 

prospect composed of l and or water because i t  coul d sharpen and compl ete 

the image of the object whereas a l and-water prospect coul d not ; and as 
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Newton has sai d ,  11Accord i ng ly  as . • .  P i ctures are perfect or i mperfect , 

the Object i s  seen perfectly  or imperfectly11 ( p .  1 4 ) . 

The reason why a word prospect coul d sharpen and compl ete an  

i mage is  that 

i n  the Survey of any Object , we have on ly  so  much of i t  pa i nted 
on the Imag i nat i on , as comes i n  at the Eye ; but i n  i ts Descr i p­
t ion , the Poet g i ves us as fre� a Vi ew of i t  as he pl eases , and 
di scovers to us several Parts , that ei ther we d i d  not attend to , 
or that l ay out of our Si ght when we fi rst behel d i t .  As we 
l ook  on any Obj ect , our Idea of i t  i s ,  perhaps , made up of two or 
three s impl e Ideas ; but when the Poet represents i t ,  he may ei ther 
g i ve us a more compl ex I dea of i t ,  or only  rai se i n  such s uch 
I deas as are mos t  apt to affect the Imagi nation . (S 41 6 ,  I I I ,  561 ) 

Thus a poet can i mprove upon nature by putti ng  a l andscape or other obj ect 

i nto 11wel l -chosen 11 words . Sti l l , a word i s  two-d imens i ona l , as  i s  the 

i mage of a d i rectly percei ved prospect . Addi son was therefore faced 

wi th the same probl em on a metaphys i cal l evel that sc ien ti sts l i ke 

Newton were faced wi th on a physi cal  l evel , that i s ,  how does a two­

d imensi onal  i mage i mpressed on the retina  impart more than two-di mens i onal  

data? Addi son ' s  answer was that words y ie ld  such data because words , 

bes i des conta i n i ng the i deas of the obj ect they represent , also conta i n  

and s uggest i deas i n  and of themsel ves and thus can compose a more 

compl ex i dea . 

But wh i l e  hi s concept of i dea comes di rectly from Locke , Addi son 

al so s tates that i t  i s  the sense of si ght that furn i shes _ the i mag i nati on 

wi th i ts i deas . Therefore , an i dea i s  a l so a funct i on of s i ght and 

as such can be associ ated wi th Newton i an opti cs . S i ght , Newton had 

shown , i s  caused by l i ght 1 1exc i t i ng 11 the ret ina  of the eye . Thus , as 

l i g ht i s  the medi um by whi ch i ma�es are carr ied to the eye , so thought 

i s  the medi um by whi ch i mages are carri ed to the sensory or sensor i um ,  

or , as Addi son termed i t ,  the fancy o r  i magi n ati on : 11 We cannot i n deed 



have a s i ng l e  Image i n  the Fancy that di d not make i ts fi rst Entrance 

through  the S i g ht . . .  " (s 41 1 ,  I l l , 537 } .  Si nce s i ght and thought 
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are so cl osely associ ated , i t  was to h im  no great extens i on of that · 

assoc iation to conceive of thought as "menta l i zed" l i ght : l i ght trans ­

formed into whatever i t  was that was conveyed through the opti c nerve 

and bra i n  to the sensory ,  or imaginati on .  

The bas i c  uni t  of l i ght i s  a ray , whi ch Newton defi ned thus : 

" By rays of l i g ht I understand i ts l east Parts , and those as wel l Sue-

cessi ve i n  the same Li nes , as Contemporary in several Li nes , " and he 

quer ies of them , " . . •  · do not the Rays of Li ght in fa l l i ng upon the 

Bottom of the Eye exci te V i brations in the TUnica Retina? Whi ch 

V i bration s ,  being  propagated a l ong the sol id  fi bres of the opti ck Nerves 

i nto the Brai n ,  cause the sense of seeing"  ( pp .  1 ,  345 } . Addi son was 

probably fami l i ar wi th the terms of thi s  passage : in  speatatoP 41 5 ,  

speaking of concave and convex fi gures , he refers to s i ght a s  being  "the 

Center that col l ects and gathers into it the Li nes of the who l e  Ci rcum­

ference . . • , " and habi tual ly  he descri bes s ilght as a process by whi ch 

an image "comes i nto the Eye" or "fa l l s  i nto the E}'e . " 33 

Addi son thought  of an i dea as bei ng  somewhat anal ogous to a ray 

of l i ght .  In  speatatoP 387 , i n  a d i scuss i on of the comforting  effect of 

the col or green on the eye , he makes hi s most expl i c i t  statement on the 

rel ati on of rays of l i ght to i deas of thought : II . the Rays that 

produce i n  us the I dea of Green fal l  upon the Eye in  such due Proporti on ,  

that they g i ve the An imal Spir i ts thei r proper Pl ay . .  · . .  " 34 

33speatatoP 41 5 ,  I l l , 557 ; 
34 

BpeatatoP 387 , I l l ,  452 . 
i n  hi s Obsez>Vation on Man ( 1 749 } , 

Cf . N i col son , Newton , p .  9 .  

Henry Guerl ac  notes that Davi d  Hartl ey ,  
i n  whi c h  he draws cons iderably upon the 
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Rays of l i ght , then , enter the eye , hit the reti na , and convert i nto 

i deas whi ch are conveyed a l ong  the opti c nerve to the imagination , or 

fancy. 35 Addi son says of the fancy in Speetatoio 41 6 that it "must be 

warm, to reta i n  the Print of those Images i t  hath recei ved from outward 

Objects . . . .. ( I l l ,  561 ) .  The i dea that the fancy must be "warm" to 

functi on suggests a metaphysica l  chemi stry at work that paral l el s  

cl osely the physical  chemi stry Newton suggests i n  hi s descri pti on of 

s i ght; that i s ,  s i nce l i ght i s  produced from heat , an object which i s  to 

g i ve l i ght must fi rst be heated , must fi rst reta i n  the l i ght from other 

objects ; heat composes l i ght , and l i ght i s  the stuff of s i ght. So as 

to l eave no doubt as to the assoc iati on he was making in thi s  passage , 

Addi son ends it  wi th a speci fic  anal ogy between the functi on of the fancy 

and the functi on of s i ght : "A Man who · i s  defic i ent  [of fancy] , tho ' 

he may recei ve the general Noti on of a Descri ption , can never see 

d i sti nctly a l l i ts parti cul ar Beauti es : As a Person wi th weak S ight may 

have a confused Prospect of a P l ace that lyes before him,  wi thout 

entering i nto i ts several Parts , or d i scern i ng the variety of i ts Col ours 

i n  thei r ful l Gl ory and Perfecti on "  ( I I I ,  561 ) .  

"Wi t" i s  the term Addi son uses to descri be the functi onal process 

of the imagination . True wi t ,  he says , "consi sts in [the] Resembl ance 

optieks , al so  cons idered the col or green "the most agreeabl e to the 
eye . " "An Augustan Moment :  The Optics of I saac Newton , "  The Varied 
Pattern: Studies in the Eighteenth Centu:Py , eds . Peter Hughes  and Dav id  
Wi l l i ams (Toronto : A .  M .  Hakkart , 1 97 1 ) ,  pp . 1 45- 1 46 .  I n  so  doing , 
Hartl ey might wel l have been pi cki ng  up on the Spectator specu l ation of 
Steel e ' s , or fol l owi ng  the same tra i l  of i nferences that l ead Steel e to 
hi s point.  

35Nicol son , Mbuntain , p.  309 ; N i col son , Mbuntain, p .  31 4 ,  al so 
notes that " Imag i nation "  and "Fancy" are i nterchangeabl e  terms wi th Addi son . 



and Congrui ty of Ideas . • •  11 ; fal se wit 11Chiefly consi sts i n  the 

Resemblance and Congruity sometimes of single l etters•• and words 

(s, 62 , I ,  263-264) ;  mixed wit i s  a mixture of true wit and fal se wi t.  

But Wimsatt and Brooks note : 11The contrast , though i t  i s  not overtly 

developed , between the two kinds of resemblance , the metaphori c ,  

intel l ective, difficul t  metaphysical , and the l i teral , pictorial , easy 

imaginative , inv ites us to l ook on the l atter as the wi t of the new 

epistemology--nature ' s  wi t in  shaping a cloud l i ke a camel , the arti st• s 

wi t in  making a portrai t  remind us of a l ovely g irl 11 (pp. 256-257 )--and 

we might add , the scienti st ' s wit i n  constructing a camera obscura 

l andscape to retain the motion and dimensions of nature . El i oseff 

notes that in  Addi son • s . conception of i t ,  11Wi t may go astray when i t  

becomes the instrument for punning or other forms of the fal se wi t of 

words , but true wit ,  whi ch i s  always tempered by judgment, d i scovers 

real connecti ons between i deas of sense and ideas of refl ection .. (p .  1 98) . 

And regardless of whether i t  was true , fal se , or mixed , wi t to Addi son 

i nvolved vi sual perception ,  or more accurately ,  the percepti on of 

mental i zed s i ght, i . e. ,  i deas . 

Just as Addison depended on Newton for hi s concept of the 

imagination , so he uti l i zed locke ' s  concept of wit ,  whi ch he quotes i n  

Specta:tmo 62 : 11 For Wit lying most in  the Assemblage of Ideas , and 

putting those together wi th Quickness and Variety, wherein can be 

found any Resemblance or Congrui ty,  thereby to make up pl easant Pictures 

and agreeable Vis ions in the Fancy .. ( 1 ,  263-264) .  Del ight was the 

property of s i ght ; thus the essence of wit ,  physi cal ly and mental ly ,  was 

l ight .  The various gradations of wit corresponded to the total i ty of 
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the percepti on of l ight.  Stee l e  g i ves us  the most concrete i l l ustrati on 

of the spectrum of wi t and i ts roots i n  s i ght : 

Just so i t  i s  a Pi cture that i s  smartly touch ' d  but not wel l 
stud ' d ,  one may cal l  i t  a wi tty Pi cture , tho ' the Pai n ter i n  the 
mean time be in Danger of being cal l ed a Fool . On the other 
Hand a P i cture that i s  thorough ly  understood on the Whol e ,  and 
wel l  performed in the Part i cu l ars , that is begun on a Foundati on 
of Geometry , carr ' d on by the Ru l es of Perspective ,  Archi tecture , 
and Anatomy , and perfected by good Harmony , a j ust and natural 
Col ouri ng , and such Pass ions and Expressi ons of the Mi nd as are 
a lmost pecul i ar to RaphaeL , th i s  i s  what you may j ustly sti l e  a 
wi se Pi cture , and which  sel dom fai l s  to stri ke us  dumb , t i l l we 
can assembl e al l our Facul ties to make but a tol erabl e Judgement 
upon i t .  Other Pi ctures are made for the Eyes only ,  a s  Rattl es 
are made for the Chi l dren ' s  Ears ; and certa in ly  that Pi cture that 
only pl eases the Eye , wi thout representing what fi ne Col ours 
are to be sol d at some wel l -chosen Part of Nature or other , does 
but shew what fi ne Col ours are to be sol d at the Col our-Shop , 
and mocks the Work of the Creator . (s 244 , I I ,  447 } 

Thi s  passage al so demonstrates the i n herent v i sual nature of wi t and 

thus imaginati on : the imagi nati on might en l arge , compound or vary i n  

some other way an i dea a t  i ts pl easure ( s  41 6 ,  I I I , 561 ) ,  but a s  i ts 
.. 

primary functi on i s  the perception of i deas i t  i s  fundamenta l ly a 

functi on of s ight.  

But as Addi son noted in Spectator- 41 3 ,  " L ight and Col ours , as 

apprehended by the Imagi nation , are only Ideas i n  the Mind , and not 

Qual i ti es that have any Exi stence in Matter" ( I I I , 548 ) . L i ght ,  

therefore , i n  i tsel f coul d not convey the physical  and mental effect 

of a prospect to the eye and bra i n  whi ch Addi son descri bed i n  Spectator-

41 1 ,  for i n  order to do so l i ght had to have an " Ex i stence i n  Matter .  " 36 

36whi l e  Addi son mi ght have been certa i n  that rays of l i ght had no 
exi stence in matter , Newton was not . I n  Query 21  of  the 1 706 edi ti on 
of the Dpticks ( not one of the ori g i nal s i xteen quer ies i n  the fi rst 
edi ti on ; renumbered Query 29 in the 1 7 1 7- 1 71 8  edi t i on ) he asks : "Are 
not the Rays of L i ght very smal l Bod i es emi tted from s h i n i ng Substances? "  
( p .  370} and goes on  to  g i ve h i s  reasons for bel i ev i ng i t  was so  . . 
Guerl ac states  that thi s Query and the one that fol l ows are "the nearest 
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Li ght to Addi son did not exi st i n  matter; yet s i nce i t  undoubtedly di d 

affect the eye and brain , obviously something el se exi sted i n  matter to 

affect them. For Add i son , that someth ing el se was wri t ing ,  or pri nting : 

"Ari stotl e tel l s  us , that the Worl d i s  a copy or Transcri pt of these 

Ideas whi ch are in the Mi nd of the fi rst Bei ng ; and that those Ideas which 

are i n  the Mind of Man , are a Transcri pt of the Worl d :  To th i s  we may 

add , that  Words are the Transcript of these Ideas wh i ch are i n  the Mi nd 

of Man , and that Wri ting or Pri nting are the Transcri pt of Words . .. 37 

Note in thi s passage that Addi son di sti ngu i shes wri ting and 

printing from words : just as to him and to Newton a ray was a part i c l e  

of l i ght , and a n  idea was a part i c l e  o f  thought , s o  a word was a part ic le  

of wri ting or  printing . 38 Li ght , thought , wri t ing and pri nting were 

thing to an advocacy of a corpuscul ar theory of l i ght .. ( 1 54 ) . I t  seems 
that Addi son ' s  aesthetic rational e mi ght have been greatly s impl i fi ed 
i f  he had chosen to go al ong wi th Newton ' s  specul ation , and indeed , one 
wonders why he did not ; perhaps here i s  a po int  where we see Addi son 
overriding hi s Newtoniani sm wi th hi s more fundamental al l eg i ance to 
Lockean psychol ogy , or perhaps a poi nt where Addi son genuinely di sagreed 
wi th Newton who , after al l ,  made i t  qu i te cl ear that he was on ly 
guessi ng at the answer--or perhaps sti l l , and whi ch i s  most l i kely the 
case , Add i son s i mply had not read the new 1 706 Lat in  edi t ion where the 
Query fi rst appeared , and thus was unaware of thi s poss i bly  u sefu l 
argument .  

37 s 1 66 ,  I I ,  . Here aga i n  the specu l ati on provided by 
Newton in  Query 21 ( 29 )  proves hel pful to understanding  Add i son ' s  po int ,  
whether or  not he  avai l ed himsel f of  i t : " For such Bod ies [rays of 
l i ght] wi l l  pas s  through uni form Medi ums i n  ri ght Li nes wi thout bend i ng 
i nto the Shadow, wh ich  i s  the Nature of the Rays of L ight . .  (p . 370 ) . I f  
we read " i dea s "  for "Bod ies . .  or "Rays of Li ght" and 11 pr i nt11 for 
11Mediums , "  we wi l l  get the same assoc.i ation of l i ght to ideas and idea 
to print  that Add i son made ; moreover , we then a l so get an assertion that 
Addi son wou l d  have had l i ttl e troubl e in agreei ng wi th , i . e . , i deas 
rendered i nto pri nt pass  through the medi um 11Wi thout bendi ng i nto the 
Shadow. " 

38Herbert M .  Schuel l er ,  "Correspondences Between Mus i c  and the 
Si ster Arts , Accord i ng to 1 8th Century Aestheti c Theory , .. Journal of 
Aesthetics and A1"t Criticism , 1 1  ( June , 1 953 )-, 355-356 .  
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al l media of communication , or rather , vari ous facets of the same 

med i um of· communi cation and as such shared certa in  characteri stics 

i nherent in  l i ght and i ts phys ical representation , scri pt or pri nt .  

When the eye moved to the center of the sensori um,  the qual i ties of 

si ght came to dominate the sensory .  Hence the 11 Sens ib le  Spec ies of 

Thi ngs n  Newton speaks of were , to Addi son , ideas , functions of l i g ht 

man i fested in pri nt .  

Because of the importance he attached to s i ght , Addi son stated 

that 11We must enqu ire after a new Princ i pl e  of P l easure � whi ch i s  nothing 

e l se but the Action of the Mind ,  whi ch compal"es the Ideas that ari se 

from _Words ,  wi th the I deas that ari se from the Objects themsel ves . •  

(s 41 8 , I I I ,  566-567 ) .  Wi t ,  exi sti ng ,  accord i ng - to Addi son , to effect 

j ust such compari sons , empl oyed the aesthetics of s i ght mani fested i n  

wri ting and pri nting as  the arbi ter of pl easure , or rather , of the 

Great , the Uncommon , and the Beautifu l  whi ch produced i t .  He gi ves 

II 

an exampl e i n  spectatOP 421 of how the aesthetics of s i ght i s  man i fested 

in wri ti ng to derive thi s  pl easure : 

Al l egori es ,  when wel l  chosen , are l i ke so many Tracks of Li ght 
i n  a Di scourse , that make everything about them cl ear and 
beautifu l . A nobl e Metaphor, when i t  i s  pl aced to an Advantage , 
casts a k ind of Gl ory round i t ,  and darts a Lustre through a 
whol e Sentence ; These di fferent kings  of Al l usi on are but so many 
di fferent Manners of Simi l i tude , and , that they may pl ease the 
Imagi nati on , the Li keness ought to be very exact , or very 
agreeabl e ,  as we l ove to see a P i cture where the Resembl ance 
i s  j u st ,  or the Posture and Ai r graceful . ( I I I ,  578) 

Pri nted al l egori es , then , are the physi cal  tracks of l i ght carrying the 

thought of the author . A sentence , whi ch i s  a mani festation of l i ght , 

can gl ow,  have 11 Lustre , "  and i l l uminate , making everything about i t  

"cl ear and beauti fu l ;11 produci ng a · " j ust1 1 picture of thi ngs ( the most 

j ust pi cture of thi ngs , the camera obscura l andscape , was enti rely 

composed of l i ght ) or , as Steel e tenned i t ,  a "wi se 11 pi cture . 
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" I t  i s  extremely natura l , "  says Budgel l i n  Spectato1" 379, " for us  

to des i re to see . • .  our Thoughts put i n to the Dress or Words , wi thout 

whi ch i ndeed we can scarce have a cl ear and d i sti nct Idea of them our 

sel ves . . . .. ( I I I , 423) . But for Addi son , even cl oth i n g thought i n  

words was not enoug h ;  i n  Spectatoi" 46 h
.
e s ays of h i s  n otes on overhead 

coffeehou se conversation s  that they 11 l oo k  a Rha psody o f  Nonsense to any 

Body but my sel f :  There i s  noth i ng i n  them but Obscuri ty and Confu s i on , 

Rov i ng and I ncon s i s tency . I n  s hort , they are my Specu l a ti on s  i n  fi rst 

Pri nc i pl e s , 'that ( l i ke the Worl d i n  Chaos ) are vo i d  of a l l L i g ht ,  

Di sti ncti on and Order .. ( 1 ,  1 96 ) . To produce a wi se p i ctu re , Addi son 

bel i eves one must attend to i ts foundati ons in geometry and to the 

" Rul es  of Pers pect i ve , Archi tecture and Anatomy . . . In short , one mu st 

a rrange h i s  words i nto a method i ca l  d i scourse : 

When I read a methodi cal  d i scourse , I am i n  a regu l ar P l antation , 
and can pl ace myse l f i n  i ts severa l Centers , so as to have a V i ew 
of a l l the Li nes and wa l ks that are struck from them . . . .  your 
Eye commands the whol e Prospect , and g i ves you such an Idea of i t  
a s  i s  not eas i ly worn out of Memory . • . . every Thought i n  a 
method i ca l  Di s course shews i tsel f i n  i ts greatest Beauty , as the 
several F i g ures i n  a P i ece of Pai nting recei ve new Grace from 
thei r D i spos i t i on i n  a P i cture . The Advantages of a Reader from 
a method i ca l  D i scourse , a re corres pondent wi th those of a Wri ter . 
He comprehends every Thi ng eas i l y ,  ta kes i t  wi th P l ea s u re , and 
reta i ns it l ong . (S 476 , IV , 1 86 )  

Thus a prospect and a pi cture to h i m  became one i n  a method i ca l  di scourse 

because each conta i n s  the propert i e s  of the med i um of s i g ht .  

Pl easure , Addi son notes , came not s i mply from the s i m i l ar i ty of 

the i dea s of words wi th the i deas of obj ects but al s o  11 from the Agree­

a bl eness of the objects to the Eye . . . .. (s 41 4 ,  I I I , 549- 5 50 ) . 

C .  DeWi tt Thorpe ha s observed th.at "Addi son fel t  tha t God had so  made 

man • s  mi nd that i t  wou l d act so and so i n  response to such and suc h  
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phys i ca l  stimu l i . "39 Certa i n  characteri sti cs of an object , then , wou l d 

have a hea l thy effect on the eye and some woul d not , and the pl eas ure 

that a g i ven obj ect wou ld  afford a vi ewer woul d be commensurate wi th 

the proporti on of i ts characteri sti cs in agreement wi th the eye . 

The characteri st ic  or qual i ty most i n  agreement wi th the eye was 

uni formi ty.  "The occas ion of  pl easure , . .  Wal ter Jackson states , speaki ng 

of Addi son , " rests upon an empi ri cal ly deri ved pri nci pl e :  namely , that 

the mind of man i s  i nherently d i sposed to respond un i quel y to 

uni formi ty . . . . • . 40 In fact , i n  Addi son i an aesthet ics  pl easure and 

un i formi ty are al most synomymous terms . The fi rst cause of un i formi ty 

was God ; 41 but as Addi son notes i n  speotatoP 1 66 ,  even God was ontol ogi ­

ca l ly grounded i n  handwrit ing  and printing . Pri nt even more than hand­

wri ti ng was a man i festati on of un i formi ty ,  s i nce whi l e  handwri ting  vari ed 

wi th the wri ter , print di d not and coul d provi de un i form words and thus 

un i form tho.ughts and i deas time after time ,  ad infinitum . Indeed , 

the qual i ty of i nfi n i ty i tsel f i n herent i n  pri nt ontol og i cal l y  di scl osed 

the Infi n i te God . 42 Addi son suggests that certa i n  forma l val ues 

inmedi ately  awaken the mi nd to !llacrocosmi c order ( Jackson , "Val ues , "  

9 1 ) .  Pri nt and i ts formal val ues of l i neari ty ,  un i formi ty ,  and i nfi n i te 

39c . DeWi tt Thorpe , "Addi son and Hutch inson on the Imagi nati on , "  
Erglish LitePaPy History , 2 ( 1 935 ) , 224 , quoted i n  Wa l ter Jackson , 
''Affecti ve Va 1 ues i n  Early E i ghteenth Century Aestheti cs , "  The Journal 
of Aesthetios and APt Critioism , 27 ( Fal l ,  1 968 ) �  92 . 

40wal ter Jackson , "Addi son : Emp i r i ci st of Moral Consc iousness , " 
Philologioal QuartePly , 45 (Apri l ,  1 966 ) , 457 . 

41 Jackson , " Emp iri c i st , "  455 ; Cf . Jackson , "Va l ues , "  9 1 . 
42N · 1 �: t ' 321 l CO son , rooun a�n . p .  . 



repeatabi l i ty suggests the Newtoni an or new phi l osophi ca l  un iversa l 

orderi ng, and the spectator, whi ch was prescri bed from these val ues, 

composed an embl em of thi s order .  Thus it  i s  not  accidental that the 

qual i ties that characteri ze pri n t  s houl d al so characteri ze the 

spectator. 
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CHAPTER I I  I 

PRINT AND TASTE 

Al though pri nti ng presses had been operati ng i n  Engl and for over 

two centuries  by 1 700 , thei r impact on l i terature had not been immedi ately 

recogn i zed . To the contrary , there was a tradit ion of sorts among _wri ters 

to di sda i n  the i r  s i ster craft , to regard i t  as merely a conven i ent exten­

s i on of handwr it i ng and the manuscri pt .  Thi s v iewpo int  was l ong s hared 

by members of the printi ng trade i tsel f ,  who were i n  the mai n  i ntent only 

upon reproduci ng quickly and inexpens i ve ly  a pri nted book whi ch resembl ed 

a manuscr i pt a s  c l osely as  poss i bl e ;  indeed , many pri nted works , up  

unti l 1 475 espec i a l l y ,  cannot be  di sti ngu i shed from manuscr i pt at  fi rst 

s i ght , and D. B. Updi ke notes : 1 1We can understand l i ttl e about the 

des ign of our present pri nti ng types ,  i f  we are not fami l i ar wi th. the 

characters i n  the bl ack- l etter and Human i stic  manuscri pts which  j ust  

preceded , or were contemporary wi th , the i nventi on of  pri nting . .. l 

In addi ti on to i ts step-ch i l d  i mage , pri nti ng for a whi l e  

suffered a somewhat c l andesti ne reputation .  I n  the fi fteenth and 

s i xteenth centuri es , and even on into the early seventeenth century ,  

an author ' s appearance i n  print often had an a i r  o f  desperati on about 

i t ,  as  bei ng , as  it were , a regrettabl e but necessary measure resorted 

to only because of the unscrupul ous publ i cation of pi rated and , what 

was worse , 11 i ncorrect 11 edi t i ons of h i s work. In i ti al l y ,  of course , 

1 Updi ke ,  Printing Types : Their History, Forms and Uses , 2nd ed . 
(Cambridge : Harvard Uni v .  Press , 1 937 ) , I ,  5-6 . 
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there was some truth to such cl a ims ,  as in the case of Si dney ;  but 

by the time of the Fi rst Fol i o ,  certa i n ly ,  authorian cl a ims of ri ghteous 

i ndi gnati on had degenerated i nto a devi ce whereby an author coul d reap 
. .  

the pecun i ary rewards of a mass audi ence c i rcul ati on whi l e  ma i nta i n i ng 

a publ i c  image of bei ng purely and s i ngul arly devoted to art and truth 

and enti re ly di sassoci ated from the l owly and di sreputabl e trade of the 

printer . 

Vesti ges of thi s dev ice coul d sti l l  be found i n  the ei ghteenth 

century .  Phi l l i p Luckombe , when speak ing of the rel at ionshi p between 

author and pri nter , di scl oses an atti tude wh i ch impl i ed that , i n  

Bertrand Bronson ' s  words , 1 1Gentl emen bei ng gentl emen , he thi nks i t  

better' i f  they keep thei r fi ngers out of the pri nter • s p i e .  . . . 1 1 

And though an author might wi sh  to i nvol ve h imsel f wi th pri nti ng deta i l s ,  

he need not have regarded i t  as hi s duty . 2 

Yet there was i n  the more astute l i terary mi nds of the century 

a growing awareness of the importance of pri nt ing . I n  1 7 1 2  Addi son cou l d  

report i n  Speatator> 3673 · that 11 the pol i test Nations of Eur>ope have 

endeavored to v i e  wi th one another for the Reputati on of the fi nest 

Pri nti ng : Absol ute Governments , as wel l  as Republ i cks , have encouraged 

an . Art whi ch seems to be the nobl est and most benef ic i a l  that was ever 

i nvested among the Sons of Men . . .  The severa l Presses which  have 

now i n  EngUz,nd, and the great Encouragement whi ch has been gi ven to 

l earn ing  for some Years l ast  past , has made our own Nati on as  gl ori ous 

2Bronson , 11 Pri nting_ as an Index of Taste in E ighteenth Century 
Engl and : Part I ,  11 Bulletin of the New Yor>k PubZia Libr>ary , 62 (August ,  
1 958 ) , 383 . 

3Al l Speatator> references are to the Bond ed i ti o n .  
' 
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upon thi s Account , a s  for i ts l ate Tri umphs and Conquests .. ( I I I ,  381 ) .  

He then fal l s  i nto chauvin i st i c  raptures over a recent edi tion of Caesar • s 

Commentaries ; after prai s i ng the schol arshi p ,  the paper , the type , the 

i l l ustrations , he concl udes that the book 1 1 i s  a true In stance of the 

English Gen i u s ,  whi c h ,  though i t  does not come the fi rst into any Art ,  

genera l l y  carries  i t  to greater Hei ghts than any other Country i n  the 

Norld 11 ( I I  I ,  382 ) .  

Indeed , Engl and was not the first to come i nto the art of 

printi ng :  as  Upd i ke observes , 11Type-cutt ing and type-desi gn ing d id  

not , apparently ,  at first come eas n y  or  i nstincti vely to  the Eng l  i s h . 114 

For al l of Addi son • s  cl a ims for Engl i s h  superior ity i n  the fi el d ,  

Engl and i n  1 7 1 2  was just  then on the verge of enteri ng her fi rst great 

period of printi ng . Thi s  era woul d  be announced by the publ i cat ion of 

Wi l l i am Cas l on • s  fi rst Broadside Specimen , i ssued in 1 734 , and continued 

l ater in the century and beyond by Baskervi l l e  and others . But prior to 

1 734 there had been few h i gh points i n  Engl i sh print ing . Caxton • s  

types were poor i n  des i gn and hi s vol umes primi tive and rough i n  compari ­

·son wi th those bei ng printed on the conti nent.  By the s i xteenth century 

the Roman types made i n  Engl and were respectabl e ,  and the London pri nter 

John Day • s edi tion of Parker • s Aefredi Regis Res Geste i n  1 574 had 

establ i shed that the Engl i sh press  cou ld  produce printing on a par 

wi th the best of Europe , but these achievements were hi gh water marks , 

not i ndication s  of the general swel l (Upd i ke ,  I I , 88 , 91 -92 ) .  

Eng l i s h  typography and printing , i n  fact , suffered a decl ine  i n  

the middl e . of the s i xteenth century .  Part of the decl i ne was the resul t 

4Upd i ke ,  Printing TY,pes , I I ,  88 . 



of the pas s i ng of the manuscri pt tradi ti on of printed vol umes , wh i c h  

caused a genera l fal l i ng off i n  pri nt i ng standards everywhere . I n  

Engl and the pas s i ng of  thi s trad i ti on was perhaps more detrimental 

than i n  other countri es , for Engl i s h  pri nters had never been very 

s ki l l ful  or tasteful , and consequently  Eng l i sh books on a whol e had 

never equal l ed those publ i s hed by the good presses on the continen t ,  

ei ther i n  workmanshi p ,  beauty or correctness ; thus wi th the general 

sl ack i n  qual i ty ,  the qual i ty of Engl i s h books , never very h i g h , fe l l  

ever l ower (Upd i ke ,  I I ,  92-93 ) . 
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R .  B .  McKerow has noted that the decl i ne i n  typography from 1 550 

to 1 650 was al so due to the fact that pri nt i ng fel l i nto the hands of 

a parti cu l arl y crass commerc i al cl ass of pri nters . Thi s factor , coupl ed 

wi th the fact that most  of the books publ i shed i n  Engl and were pri nted 

i n  the vernacu l ar and therefore di d not have to compete di rectly wi th 

the better pri nted schol arly books brought i n  from abroad , gave the 

Eng l i s h press l i ttl e impetus to excel . But the major reason for the 

decl i ne ,  McKerow bel i eves , was the burdensome censorsh i p whi ch  pl agued 

the era . 5 So , far from 1 1encourag i ng 1 1 pr i n ti n g , as Add i son i n s i sts ,  

the Engl i sh government had an express pol i cy to harrass pri nters and 

general ly  i mpede the progress of the art . 

And though the qua l i ty of Engl i s h pri nt i ng  began to i mprove i n  

the l a ter ha l f  of the seventeenth century , London a t  the turn of the 

century sti l l  had on ly three type foundari es--and none of them very 

5Mc Kerow , 11 Booksel l ers • , Pri nters • ,  and Stati oners • Trade , .. 
Shakespeare 's EngUmd, ed . Charl es Tal but On i ons  (Oxford : Cl arendon 
Press , 1 9 1 6 ) , I I ,  chapter i i i ; ci ted i n  Updi ke ,  I I ,  93 . 



good . As a further indicat ion of the state of the Engl i s h  pri nting 

trade , the great James foundary , perhaps the most outstandi ng in  

Engl and at  the time ,  was procuring i ts type from Hol l and ; Rowe Mores , 

a bu s iness associ ate of James , notes i n  hi s l etters that 11 there was 

probably more Dutch Type i n  Engl and between 1 7oo · and 1 720 than there 

was Engl i s h 11 (Updi ke , I I ,  99-1 00 ) . None of these c i rcumstances are 

i ndi cati ve of a fu l l - bl own , i nd i genous pri nti ng art , wh i ch Add i son 

impl ies was i n  exi stence i n  Engl and i n  the early 1 8oo • s .  
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Addi son • s  cl a ims for Engl i sh pri nti ng mi ght ha ve been a bi t 

exaggerated or uninformed , but they do i nd icate nonethe l ess  that the 

l ong twi l i ght of pri nt was beginning  to end and that pri nti n g ,  at the 

turn of the ei ghteenth century was, beginn i ng to dawn on the consc ious­

nes s of Engl i shmen as an art form in  i ts own right .  Perhaps the fi rst 

streaks of l i ght began to appear in  1 683- 1 684 , when Joseph Moxon pub-

l i shed in London his Exeraises on the WhoZe Art of Printing ; Moxon • s  

Exe!'aiaea appeared some fo.rty years before any other manua 1 of 

pri nting in any l anguage . At the same time ,  Sw ift • s A TaZe of A Tub 

and The BattZe of the Books i n i t iated , howbei t sat iri cal ly , the publ i c  

d i scus s i on of the aestheti cs o f  pr i n t . 6 

The di scuss ion cu lminated in  1 728 wi th the publ i cation of The 

Dunaiad by Pope , w�i ch Mcluhan has termed 11 the epi c of the pri nted word 

and i ts benefi ts to man ki nd11 ( p .  1 69 ) . Mcluhan has pai d  consi derabl e 

6Mcluhan , 1 1 0n Pope • s Dunaiad, 11 in  The Interior Landsaape : The 
Literary Critiaism of MaPahaZZ MaLuhan 1 943-1 962 , ed . Eugene McNamara 
( New York/Toronto : McGraw-Hi l l , 1 969 ) , p .  1 69 ;  repr·i nted from Mcluhan , 
The Gutenberg Ga� (Toronto :  Un i v .  of Toronto Press , 1 962 ) . 



attent ion to The Dunaiad , and h i s concl us i ons , though controvers i a l , 7 

s hed some l i g ht perhaps on the way i n  whi ch the medi um of pri nt was 

regarded by one of the major l i terary techni c i ans of the l anguage . 

Mclu han bases h i s ana lys i s  on the premise  that the book and 

the newspaper , wh i l e  seemi ng s imi l ar i n  character , are actual ly qu i te 

d i ss imi l ar i n  that the book reta i ns someth i ng of the pri vate and 
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conversati onal character of the earl i er manuscri pt whereas the news­

paper i s  communal i n  nature and more expl i ci tly  i nformat i onal i n  manner .  

But though d i fferent , the two had begun to merge in  the e i ghteenth 

century , as  evi denced by the appearance of such hybri d  pub l i cati ons 

as  The Review, The TatZer, and The speatator . 8 

As the two forms merged , the i r  characters merged al so , creati ng 

a new k i nd of verba l el oquence and substi tuti ng thi s  new el oquence and 

i ts resul ti ng �or l d-vi ew for the ol der 11 Ci ceronian 11 el oquence , wi th i ts 

stress on harmon i z i ng our facu l t ies and un i fyi ng al l knowl edge . The 

new el oquence was grounded i n  pri nt , as the o l d  el oquence was grounded 
. . 

i n  cl a s s i ca l .  rhetori c  or oral  speech , and now that pri nt had come to 

repl ace speech , the o l d  harmony and un i ty were destroyed. Word 

speci al i sm and 1 1denudati on 11 i ntroduced by pri nti ng brought about a 

d iv i s i on of sense and a separat i on of words from thei r functi ons 

( Mcluhan , 11Du:naiad , 11 pp.  1 72-1 73 ) .  

Pri nt came more and more to domi nate aesthet i c  sens i bi l i t i es ,  

7For an exampl e  see Donal d F .  Theal l ' s  an swer to Mcluhan ' s  analys i s  
of the Dunaiad i n  The Media is the Rearview Mirror: Understanding MaLuhan 
(Montrea l/London : McGi l l -Queens Uni v .  Press ,  1 971 ) ,  pp .  70-76 . 

8Mcluhan , 11 Du:naiad , 11 pp .  1 70-1 71 . Thi s premi se i s  commom to most  
of Mcluhan ' s  cri t i c i sm .  
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and _ i t  i s  thi s growing domi nation that Pope cons iders in The Dunciad. 

I n  Books I ,  I I. and I l l , he examines the authors , booksel l ers and audi ence , 

or "col l ecti ve unconscious , "  as Mcluhan cal l s  i t ,  of the century ,  

respecti vely .  I n  each case Pope posi ts the  thes i s that the 1 1fogs of 

Dul ness "  and the homogeni zati on of the audi ence are di rect resul ts of 

the pri nt i ng press . The uni formi ty and i nfi n ite repeatabi l ity of print  

gave rei ncarnate l i fe and fame to anythi ng and everyth ing .  Thi s pseudo­

l i fe conferred on dul l  themes by dul l  heads penetrated formal i stical ly  

every part of  exi stence . The very dul l ness of such wri ti ngs was , i n  

fact ,  thei r attracti on , for they represented the congl omerate image of 

the publ i c ;  and rather than bei ng bored by what i t  read , the publ i c  was 

thri l l ed to see i ts own vi sage refl ected i n  the press {Mcluhan , 

"Dunciad , "  p .  1 74) . 

The homogeni zati on brought about by pri nt ,  whi ch  Pope examines 

in Book I V  of The Dunciad, was , if anythi ng ,  more pervas i ve than the 

ol d harmony , bei ng a l evel i ng or " reduction of di verse modes i nto a 

s i ngl e mode of homogen i zed thi ngs " { p .  1 76) , rather than a bal anci ng 

of such modes .  Pope asserts that , far from s imply  transmitting studi es 

and di sci pl i nes , pri nt actua l l y  transforms them compl etely , homogen i zi ng 

them and , a l ong wi th  them ,  the human mi nd as wel l .  · Armed wi th the 

Gutenberg technol ogy , the dunces now have been i nvested wi th the powers 

necessary to " unci vi l i ze" the worl d {pp .  1 77-1 78) .  

Though not i n  these terms , Addi son , too , was aware of Pope ' s 

theme of the a l l - pervas i ve l evel i ng of l earn i ng and soci ety as  a 

resul t of pri nt , and i n  h i s  gentl e way vents h i s· awareness sati ri ca l ly  

i n  a l engthy passage i n  spectator 85 : 

I t  i s  the custom of the Mahometans , i f  they see any pri nted or 
wri tten Paper upon the Ground ,  to take it up and l ay i t  as ide 
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careful l y ,  as not knowing but i t  may conta in  some pi ece of their  
Aleoran . I must confess I have so much of the MUBsubnan in  me , 
that I cannot forbear l ooking  i nto every Printed Paper whi ch comes 
i n  my way , under whatsoever despicabl e Ci rcums tances i t  may appear : 
For as no Mortal Author ,  i n  the ordinary Fate and V ic i ss i tudes of 
Thi ngs , knows to what use hi s Works may , some time or other , be 
appl i ed ,  a Man may often meet wi th very cel ebrated Names i n  a Paper 
of Tobacco . I have ·l i ghted my P i pe more than once wi th the 
Wri t i ngs  of a Pre late ;  and a Fri end of mine who , for these several 
Years , has converted the Essays of a Man of Qua l i ty i nto a Ki nd of 
Fringe for h i s  Candl esti cks . I remember ,  i n  parti cu l ar ,  after 
havi ng read over a Poem of an eminent Author on a Vi ctory ,  I met 
wi th several Fragments of i t  upon the next Rejoyc i ng-day , whi ch 
had been empl oyed i n  Squi bs and Crackers , and by tha t  means 
cel ebrated i ts Subj ect in a doubl e Capaci ty.  I · once met with a 
Page of Mr . BaxteP under a Christmas Pie .  Whether or no the Pastry­
Cook had made use of i t  through Chance , or Waggery , for the defence 
of that superstitious Viande , I know not ; but ,  upon the Perusal 
of it , I conceived so good an Idea of the Author ' s P i ety , that I 
bought the whol e Book . . . . Thus i s  my i nqui s i t i ve Temper ,  or 
rather i nperti nent Humour of prying i n to a l l  sorts of Wri ting , 
wi th my natura l Aversi on to Loquaci ty ,  g ive me a good deal of 
Empl oyment when I enter any House i n  the Country ; for I can ' t , 
for my Heart , l eave a Room before I have thoroughly studi ed the 
Wa l l s  of i t ,  and exami ned the several Pri nted Papers whi ch are 
usua l ly pasted upon them . ( 1 ,  361 ) 

In speatatoP 367 , Mr . Spectator speaks i n  the same vei n about 

hi s own works : 

If I do not take care to obviate some of my wi tty Readers , they 
wi l l  be apt to tel l me , that my Paper , after i t  i s  . . .  printed 
and publ i s hed , i s  sti l l  beneficial  to the Publ ick  on several 
Occas ions . I must confess I have l i ghted my P i pe wi th my own 
Works for thi s Twel ve-month past : My Landl ady often sends up 
her l i ttl e Daughter to des i re some of my ol d speatatoPs , and 
has frequently tol d  me , that the Paper they are printed on i s  the 
best i n  the Worl d to wrap Spice i n .  The y l i kewise make a good 
Foundati on for Mutton-pye , as I have more than once experienced . 
and were very much sought for l ast Christmas by the who le  nei ghbor­
hood . ( I I I , 380 ) 

Addi son ' s  gentl e sati re reveal s  a sympatheti c identi fi cation 

on hi s part wi th hi s readers and a recogn i ti on of the i denti ty they 

shared i n  pri n t .  Li ke Pope , Add i son was concerned about the qual i ty of 

the material  placed i n  pri nt  and of the immorta l i z ing  capaci ty of 

pr i nt i tsel f;  he wri tes in speatatoP 1 66 :  1 1 lf wri tings  are . • .  



durabl e ,  and may pass  from Age to Age throughout the who le  Course of 

T1me , how careful s hou l d  an Author be of commi tti ng anythi ng to Pri nt 

that may corrupt Poster ity ,  and payson the Minds of Men wi th V i ce 

and Errour?" ( I I  , 1 55 ) .  But u n  1 i ke Pope , he was not wi 1 1  i ng to con ­

cede that the transmi ss ion o f  works vi a the Gutenberg technol ogy to 

a l l l evel s of soci ety was a process of un-ci vi l i zati on : 

The Ci rcumstance which g i ves Authors an Advantage above a l l 
[other] Masters , i s  thi s ,  that they can mul ti pl y  thei r Ori gina l s ;  
or rather , can make Cop ies of their  Works , to what Number they 
please , whi ch  s ha l l be as  val uabl e as  the Ori g i nal s themsel ves . 
Thi s  g i ves a great Author somethi ng l i ke a Prospect of Etern i ty ,  
but at some Time depri ves him of these other Advantages which 
Arti sts meet wi th .  . . • What an i nestimabl e Pr ice woul d  a 
VirgiZ or. a Homer , a Ciaero or an AriatotZe , bear , were their  
Works , l i ke a Statue ,  Bui l di ng , or a P i cture , to be  confi ned 
only  i n  one P l ace , and made the property of a s i ngl e Person? 
( I I ,  1 54 )  

I nstead of " homogeni z i ng"  men , Addi son woul d  prefer to say that print 

"democrati zed" them ; but in ei ther case , the l eve l i ng effect of pri nt 

was recognized by both and cons i dered s i gn i fi cant .  

I n  expressi ng h imsel f on  thi s  matter , Addi son aga i n  d i spl ays 
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h i s  abi l i ty to conceptual i ze the unart icu l ated and poss i bl y  unconsc ious  

tastes of h i s readers , demonstrati ng i n  thi s abi l i ty the brand of 

aestheti c popu l i sm he set forth i n  Spectatozo 29 : "Mus ic , Architecture , 

and Pai nt i ng , as  wel l as  Poetry and Oratory , are to deduce thei r Laws 

and Rul es from the general Sense and Taste of Mank i nd and not from the 

Pri nc i pl es of those Arts themsel ves , or i n  other Words , the Taste i s  

not to conform to the Art , but the Art to the Taste "  ( I , 1 23 ) .  I t  

cou l d  be sa i d  that thi s i s  a chi cken-or-egg argument , but i n  ei ther. case , 

certa i n ly ,  there was no better aestheti£ for deduci ng the " Laws and 

Rul es "  of such an uti l i tarian art as pri nti ng . The Speatator, as an 

express ion of pri nti ng art , was ,  therefore , a l so an express i on of 



thi s popu l ar aestheti c ,  and the terms of Addi son • s  co�cern for the 

effects of pri nt on men , whi ch we quoted from spectator 1 66 ,  wi th i ts 

compari sons of pri nti ng wi th scul pture , archi tecture and pai nti ng , 

reveal some of the ways i n  whi ch Addi son and hence hi s audi ence con-

cei ved , howbei t  unconscious ly ,  of pr i nt .  
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The publ i c  taste i n  pri nti ng , consci ous or unconsci ous ,  was not , 

a s  we have seen , hi ghly defi ned i n  e i ghteenth-century Engl and ; none­

thel ess , i t  di d exi st .  Thi s taste in pri nti ng i s  perhaps most ev i dent 

i n  the art of bookmaki ng . The ei ghteenth-century reader took care that 

book  bi nd i ngs s·houl d  be l ong l asti ng and beauti ful . Books were regu l arly 

bought unbound so that the bi ndi ngs which  the owner fina l ly obtai ned 

cou l d  be ful l y  express ive of hi s personal tastes . And because the 

bi ndi ngs  were dura bl e ,  the books whi ch they bound consti tuted a ki nd 

of s l owly evo l v i ng scul pture , i n  which  generati ons of owners cou l d 

col l aborate . Thus the l i brary i n  an ancestral house composed an 

important and rather permanent archi tectural feature . It made a sort 

of three·dimens ional scul pture , g i v i ng the wal l s  of the house  some of 

the val ues of h igh  rel i ef ,  and other archi tectural features of the 

room had to be des i gned to present thei r ornamental val ues i n  a 

harmoni ous i nterpl ay ( Bronson , 376 ) .  

Addi son was wel l  aware of the archi tectura l val ues of a l i brary , 

a s  evi denced by hi s humorous account of the l i brary of lady leonora : 

as  i t  was some time before the lady came to me , I had an Oppor­
tuni ty of turn i ng over a great many of her Books , whi ch were 
ranged together i n  a very beauti fu l  Order . At the End of the 
Folios (whi ch were fi nely bound and g i l t ) were great Jars of 
China pl aced one above .another i n  a very nobl e pi ece of Archi ­
tecture . The Quartos were separated from the Octavos by . a  Pi l e  
of sma l l er Vessel s ,  whi ch rose i n  a del i ghtful Pyrami d .  The 
Octavos were bounded by Tea D i s hes of a l l Shapes , Col ours and 
Si zes , which  were so di sposed on a wooden Frame , that they l ooked 



l i ke one conti nued Pi l l ar i ndented wi th the fi nest Strokes of 
Scul pture , and sta i ned wi th the greatest Vari ety of Dyes . That 
Part of the L i brary whi ch was desi gned for the Reception of 
Pl ays and Pamphl ets , and other l oose Papers , was i nc l osed i n  a 
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Ki nd of Square , cons i sti ng of one of the pretti est Grotesque Works 
that ever I saw , and made up of Scaramouches , L i ons , Mon ki es , 
Mandari nes , Trees , Shel l s ,  and a thousand other odd Fi gures i n  
China Ware . In  the midst of the Room was a l i ttl e Japan Tabl e ,  
wi th a Qui re of gi l t  Paper upon i t ,  and on the Paper a Si l ver 
Snuff�box made i n  the Shape of a l i ttl e Book . I found there were 
several other Counterfei t Books upon the upper Shel ves , whi ch were 
carved i n  Wood , and served only to fi l 1  up the Number , l i ke Faggots 
in the Muster of a Reg iment . I was wonderfu l l y pl eased wi th s uch 
a mixt kind of Furn i ture , as  seemed very sui tabl e both to the 
Lady and the Schol ar , and d id  not know at fi rst whether I shou l d  
fancy my sel f i n  a Grotto , o r  i n  a L i brary .  ( s  37 , 1 52- 1 54 ) 

Th i s  passage al so i ndicates another aspect of e i ghteenth-century 

cul ture whi ch reveal ed Engl i sh taste i n  pri nti ng--the Engl i sh garden . 

Not on ly  d id  Addi son compare the prospect of an orderly garden wi th 

the prospect of an orderly essay ,  but he was abl e to empl oy the garden 

for other compari sons .  A l egacy of terms implyi ng an associ at ion between 

nature and books comes to us from a time antedati ng Chri sti an i ty ,  when 

books were handwri tten ; they i ncl ude Liber , the i nner bark of a tree ; 

paper from .. papyrus ,  .. -book from " beech , "  foUo from " fol i um" ; and the 

i nterchangeabl e termi nol ogy , such as  margin, border, river, f!owers . 

There are even terms which borrow from books to descri be nature , such 

as " sermons in stones , u  " books in the runn i ng brooks , "  and " the Book 

of Nature , "  that archetypa l image i n  which  Addi son read the message of 

h i s  famous hymn and whi ch l andscapi sts of the e ighteenth century ,  l i ke 

i ts phi l osophers and poets , attempted to i nterpret i n  the ir  own fas h ion . 

Headpi eces and tai l pi eces , fl oral i n i ti al s ,  twi n i ng borders suggesting 

v i nes , trees , bi rds , or fl owers , a l l "ca l l i n  the country , "  as  i t  were , 

a practice dati ng from the days of i l l umi nated manuscri pts . And here 

aga i n  one needs to remember the l i terary tastes of Addi son ' s  Lady Leonora : 



1 1As her read ing , .. wrote the Spectator , 
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has l a i n  very much among Romances , i t  has gi ven her a very parti ­
cu lar  turn of th i nki ng , and d i scovers i t  sel f even i n  her house , 
her gardens , and her furni ture . S i r  Roger has entertai ned me an 
hour together wi th a descri pti on of her country-seat , wh i ch i s  
s i tuated i n  a k ind of wi l dernes s ,  about a hundred mi l es di stant 
from London ,  and l ooks l i ke a l i ttl e enchanted Pal ace . The rocks 
about her are shaped i nto art ifi c i al grottoes covered wi th wood­
bi nes and j ess imi nes . The woods are cut into s hady wa l ks ,  twi sted 
i nto bowers , and fi l l ed wi th cages of Turt l es . The springs  are 
made to run among pebbles , and by that means taught to murmur very 
agreeably .  They are l i kewi se col l ected i nto a beaut i ful Lake , that 
i s  i nhabi ted by a coup le  of Swans ,  and empti es i tsel f by a l i tt l e  
ri vul et whi ch . runs through a green meadow� and i s  known i n  the 
fami ly  by the name of The Purl i ng Stream . 

Edward Hyams , in  The EngZish Garden , offers the observation that 

11What the Eng l i sh garden-ma kers were doi ng wi th soi l , stone , water 

and pl ants was very much what the French paysagistes of the seventeenth 

and early ei ghteenth centuri es were doi ng on canvas . The French 

d id  it wi th pa i n t ;  the Engl i s h d id  i t  wi th Nature • s  own materi al s ;  

but both were maki ng pi ctures . 1 1 1 0 Thi s move toward l andscape i n  the 

ei ghteenth century i ndi cates that the trad i ti onal  pol i ti cs and l i tera -

ture were bei ng suppl anted by sci ence i n  contemporary opi n i on .  The 

notion that s impl i c i ty cou l d  repl ace confus ion through the unconsci ous 

operation of l andscape on the pas s i ve mind--espec i a l ly when a Newton 

had guaranteed the prec i se mathemati cal order of the external  world-­

was an  attract i ve possi bi l i ty , 1 1  and i t  was of just th i s  funct ion of 

9
sronson , .. Pri nting . . .  Part I l , 11 BuZZetin of the New York Pub·Uc 

Library , 62 ( Sept . , 1 958) , 452-454 . Bronson quotes spectator 37 ( I , 
1 58 )  i n  thi s passage . 

1 0Hyams ( New York : Harry . N .  Abrams ,  n . d . ) ,  p .  30 . 

1 1  . 
Mcluhan , 11 Tennyson and P i cturesque· Poetry , . .  Landscape , p .  1 48 .  

Reprinted from Essays on Criticism ( 1 951 ) ;  Cf . Wi l l i am K .  W imsatt , J r .  
and Cl eanth Brooks , Literary Criticism: A Short History ( New York : 
V i ntage , 1 957 ) ,  p .  266 . 
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l a ndscape that Addi son was speaki ng when he wrote : " I t  i s  but by open i ng 

the Eye , and the Scene enters . The Col ours pa i nt themsel ves on the 

Fancy , wi th very l i ttl e Attenti on of the Thought or Appl i cati on of Mi nd 

i n  the Behol der . We are struck ,  we know not how , wi th the Symmetry of 

anythi ng we see , and i mmedi atel y as sent to the Beauty of an Object , 

without enqu ir ing i nto the parti cul ar Causes and Occas i ons of i t "  

(S  41 1 ,  I I I ,  538) . 

Landscape , Mcluhan has sai d ,  i s  " the means of presenti ng ,  wi thout 

the copul a  of l ogica l  ennunc iati on , experi ences wh i ch are uni ted i n  

exi stence but not i n  conceptul ar thought" ( "Dunaiad, 11 p .  1 44 ) . Such a 

defi n i t i on mi ght serve equal ly  wel l to descr i be The Speatatoza i tsel f.  

Thus i ts very format ,  or "pr i ntscape , "  functions wi th an automati c 

and unconsc ious  operat i on on the pas s i ve mi nd- -or , i n  Addi son ' s  words , 

"wi th very l i ttl e attenti on of the Thought or Appl i cati on of Mi nd i n  

the Beho lder"- -to restore the di sordered pass ions of the human heart 

to their pr i st i ne i n tegr i ty ,  so that they stri ke us wi th their 

symmetry , thei r beauty , unconsci ous ly , wi thout our havi ng to enquire i n  

the particul ar causes and occas ions of i t .  



CHAPTER IV 

PRINT , FORMAT AND STYLE 

Scul ptural and archi tecton i c  val ues are i n herent in i nd i v i dual 

books as wel l as  in l i brar ies . Books can be cl ass i cal or romanti c even 

i n  a phys i cal  sense , and , i deal ly , perhaps , every book ought to be 

phys ica l ly  express ive of i ts content. But the di ffi cu l ti es of type 

foundi ng i n  the ei ghteenth century al one wou l d  have defeated any attempt 

to impl ement such a scheme . 1 There were attempts , however , to i ntegrate 

at l east  the phys i ca l  format of a book wi th i ts content .  Here aga i n  

The Dunciad prov i des a ready exampl e ;  i n  a l etter to Swi ft , Pope wri tes : 

The Dunoiad i s  go i ng to be pri nted i n  al l pomp . . . . I t  wi l l  
be attended wi th �oeme� �oZegomena� Testimonia� Sa�pto�um� 
Index AuthoPium� and Notes VaPoPium . As to the l atter , I desi re 
you to read over the text , and make a few i n  any way you l i ke 
best , whether dry ra i l l ery , upon the styl e and way of commenti ng 
of tri vi a l  cr i ti c s ; or humourous ,  upon the authors i n  the poem ; 
or hi stori cal , of persons ,  pl aces , times ; or expl anatory ; or 
col l ect i ng the para l l el passages of the anc i ents . 2 

Instead of attack ing  Dul nes s merely as an i nd iv i dual  boo k ,  then , Pope 

was i ntendi ng that The Dunaiad prov i de a col l ecti ve newspaper format 

and muc h  " human i nterest . " It thus i nj ects Du l ness wi th a dramati c 

qua l i ty that inv i gorates the very subject i t  decri es . 3 

There i s  evi dence , too , that the format of the speatatoP papers 

1 Bertrand Bronson , " Pri nti ng as  an Index of Taste i n  Ei ghteenth 
Century Eng l and : Part I , "  Bulletin of the New YoPk PubUa LibPaPy , 
62 (Aug . , 1 958 ) , 376 . 

2 Pope , qu�ted i n  Aubrey Wi l l i ams i n  Pope 's Dunaiad , p .  60 . 
3Marsha l l Mcluhan , "On Pope ' s  Dunaiad , "  i n  The IntePioP Landse!ape : 

The LitePaPY CPitiaism of MaPshaZZ MaLuhan 1 943-1962 , ed . Eugene McNamara ( New York/Toronto : McGraw-Hi l l , 1 969 ) , pp . 1 75-1 76 .  
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was 1 1phys i ca l l y  express ive .. of i ts con!ent in that the overa l l  format 
1 

of the Spectator fol i o  ha l f-sheets bor� the unmi stakabl e impression of 

a Greek or Roman archi tectural facade .  The recto presented the v iewer 

wi th two col umns of text , or vertica l  shafts of print , - topped by an 

entabl ature defined by two hori zontal and paral l el rul es , between whi ch 

was i nscri bed the fri eze , or t itl e .  The verso o f  the s heet was com­

posed enti rely of two col umns of print and the impri nt whi ch  ran in one 

l i ne doubl e col umn across the bottom of the page . Thus i f  the verso 

of one Spectator sheet were p l aced beneath the recto of another , they 

woul d  form two continuous shafts or col umns of print , resti ng  on the 

base- impr int and topped by an entabl ature and fri eze-t itl e ,  composi ng 

compl ete cl ass i ca l  facade . 

Thi s format i s  'embl ematic of the process of pub l i sh ing  the 

Spectator i tsel f ,  i n  that the text i s  supported by the pri nter , the 

body or bu l k  of the papers s uppl i ed by the wri ter , a l l headed by the 

ti t l e  or verba l s i gnature of the work whi ch both the pri nter ·and wri ter 

have di rected and coupl ed thei r arts to produce ; but the archi tectural 

moti f  of the Spectator format hel d more s i gni ficance than that .  Add i son , 

wri t i ng i n  spectator 41 5 ,  i ndi cates the spec ia l  regard he had for 

1 1Archi tecture , .. by wh ich  he means c l a s s ical or neo-cl as s i ca l  archi -

tecture : 1 1 I s ha l l i n  thi s  Paper throw together some Refl ecti ons on that 

Parti cul ar Art , whi ch has more immedi ate Tendency , than any other , to 

produce those primary P l easures of the Imagi nati on . . . . The Art I 

mean i s  that of Arch i tecture . . . 11 { I I  I ,  553 ) . I n  the face of the 

pi l l ars of pri nt in the Spectator , Addi son ' s  remarks on the 

aesthetic nature of the archi tectural pi l l ar al so contai ned in thi s 

number take on a new mean i ng : " In a Square P i l l ar ,  the Si ght often 



takes i n  but a fourth Part of the Surface , and , i n  a Square Concave , 

must move up and down to the di fferent S ides , before i t  i s  Master of 

al l the i nward Surface .. ( I I I , 557 ) .  Thi s passage seems to indicate 
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that the pi l l ars of the spectator conta i n  a h idden thi rd dimensi on 

beyond the apparent two dimens ions  they form on the page , and that the 

"Sight"  must be empl oyed i n  i ts ful l est sense in order for the reader 

to be master of the dimens i ons of the print pi l l ar vi s i bl e  to the out­

ward eye as wel l as the dimen s i ons  vi s i bl e  only  to the i nward eye , i . e . , 

the dimens i on occupying the imagi nat i on . Therefore the format of the 

spectator hal f-sheets brought the content of the spectator , i n  as much 

as i t  was itsel f a pl easure of the imagi nation , together wi th the 

popul ar ,  v i sual ly ori ented worl d-vi ew provi ded by pr int in e ighteenth­

century Eng land , to form a concrete , al l -i ncl us ive embl em of the worl d 

grounded ontol ogi cal ly  i n  pri nt , whi ch was itsel f ,  as we saw in  Chapter 

I ,  a concrete mani festati on of l i ght , reason and s.i ght . 

By beari ng the impri nt of such a facade , the spectator was 

associ ati ng i tself wi th the qua l i ty of 11Greatnes s , "  the perception 

of whi ch Add i son menti ons as  be ing one of the two primary pl easures 

of the i magi nati on . Yet there was a probl em with  such an assoc iation . 

The e i ghteenth-century concern wi th decorum extended to the rel ations 

between subject matter and phys ical s i ze ;  just as there was one styl e 

appropriate to epi c and another to sati re , so too , there mi ght be 

correspondi ngly appropriate rel at i ons  between the body and face of type . 

As i n  archi tecture , the rul es of proportion s hou l d be vi s i bl e  

i n  pri nt ,  and , i n  fact , we can find Luckombe pronouncing that a Ded icati on 

should  be set i n  l etter two s i zes l arger than the body of the work ,  the 

Contents i n  Ita l i c  of the same s i ze as the body , the I ndex i n  a l etter 



two s i zes smal l er than that of the body , and so on ( Bronson , I ,  379 ) . 

Far from suggesting greatness , then , the archi tectura l moti f of the 

Bpeotator wou l d  seem to l end the publ i cati on only  an a i r  of l aughabl e 

presumpti on for dari ng to suggest the magn i ficence of cl ass ical  archi ­

tecture i n  a mere penny-sheet of Fool scap .  

The second primary pl easure of  the imag i nati on , the percepti on 

of uGreatness of Manner, .. however ,  was Addi son ' s  answer to thi s 

probl em . He wrote of i t :  1 1Greatness of Manner i n  Archi tecture 

has such Force upon the Imagi nation , that a smal l Bui l d i ng ,  where it 

appears , s ha l l g i ve the Mind nobl er Ideas than one of twenty times 

the Bul k ,  where the Manner i s  ordi nary or l i ttl e 11 ( I I I , 555 ) .  The 

Manner of the spectator fol i o  ha l f-s heet was the manner of just  such a 

sma l l bui l di ng ,  i mi tating the image and i nvok i ng the force of the 

greatest of archi tectural i deas at that time and con ta in i ng  in i ts 
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body ( i f  one exami ned the i nvi s i bl e  thi rd d imen s i on of the pi l l ars ) 

certain ly  many ideas nobl er than those of publ i cati ons  wi th twenty times 

i ts bul k ,  i deas whi ch , because they were actua l ly composed of pri nt , 

wou ld  i nci denta l ly  l ast l onger than i f  they had i n  fact been embodied 

i n  a c l a s s i ca l  facade . As Addi son wrote of the permanence of i deational 

medi a :  ''Al l other Arts of perpetuating our I deas [except print] conti nue 

but a s hort Time : Statues can l ast but a few Thousands of Years , 

Edi fices fewer ,  and Col ours sti l l  fewer than Edi fi ces . . . . These 

several Arts are expressed in moul dring Materi a l s ;  Nature s i nks under 

them , and i s  not abl e to support the Ideas whi c h  are imprest upon i t 11 

(s! 1 66 ,  I I ; 1 54 )  . 

Though Addi son does not make an expl ici t assoc iat ion between the 

fol io  hal f- sheet format of hi s publ i cati on and the primary pl easures 

of the imag i nati on expressed in archi tecture , he had made statements 



earl i er i n  spectatoP 1 24 which suggest that such an associ ation . mi ght 

not have been far from hi s mind . Speaking of the penny-sheet , he 
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sa i d ,  "notwi thstanding some Papers may be of broken Hi nts and i rregul ar 

Sketches , i t  i s  often expected that every Sheet shoul d be a k ind of 

Treati se , and make out in  Thought what i t  wants i n  Bul k .  . . . Were 

al l Books reduced thus to thei r Qui ntessence , many a bul ky Author 

would make h i s  Appearance i n  a Penny Paper . . " ( I ,  506 ) . Remembering  

that thought i s  ontol og ical ly grounded i n  pri n t ,  we can see  how Addi son 

mi ght wel l cons ider the format of the spectatoP espec ia l ly competent 

to convey the "Qu intessence" of thought , for the penny- sheet i tsel f 

conta i ned the essence of thought ; i ndeed , Add i son admi ts to being 

"amazed that the Press shou ld  be on ly made use of i n  thi s way by 

Newswri ters 11 ( 1 ,  507 ) .  And he l eaves no doubt as to the manner of 

greatness he cons iders thi s medi um capabl e of : 1 1Had the Phi l osophers 

�nd the great Men of Antiqu i ty . . .  been possessed of the Art of 

Pri nting , there i s  no question but they woul d - have made such an Advan­

tage of i t ,  in dea l i ng out thei r Lecture� t? the Publ ic "  ( I ,  507 ) . 

Addi son ' s ideas on the decorum of pri n�ted matter were , as usual 

wi th hi s judgment of publ i c  tastes , very much in step wi th the times . 

Many men of hi s day wou ld  have concurred with hi s wi sh  that 11 there 

wou ld  be scarce a Th i ng in Nature as a Fol i o  . .. When Boswel l l ater 

i n  the century ta l ked of printing  the Life i n  fol i o ,  Mal one tol e  him 

he "mi ght as wel l  throw it i nto the Thames , for a fol i o  wou ld  not be 

read . "  Indeed , as  the readership  swel l ed ,  descendi ng to i ncl ude the 

l ower socia l  l evel s  as the century wore on , so the s i ze of books began 

al so to descend , the resul t  bei ng that the end of the century saw the 

pub l i cati on of many more octavo and duodec imo vol umes . 
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To return to the three-dimensional qual i ti es of the col umns of 

pri nt i n  the spea,tata.r hal f-sheets , it  woul d take a man unfami l iar wi th 

the pri nter• s  trade , as Addi son was , to say , as he does in  spectatoP 

41 6 ,  that , ••Desmption runs yet further from the things i t  represents 

than Painting ; for a Picture bears a real Resembl ance to i ts Original , 

whi ch letters and _Syl l ables are whol ly void ofu ( I l l , 559} . Obvi ously 

Addi son l ooked at words wi th the eye of a poet , not a pri nter , for i n  

actual i ty ,  the printed l etters , syl l abl es and words he considers voi d  

of any real resembl ance .to their ori 9inal s do indeed carry such a 

qual i ty .  Print properly deri ves from engraving , and engravi ng invol ves 

three-dimensi onal descri ption .  Indel i bl e  contri buti ons to the character 

of modern upper-case l etters have been made by Roman i nscri ptions , for 

example ,  and i n  the ei ghteenth century such infl uences were even more 

pronounced ( Bronson , I ,  375 } . As Bronson points out : 11The l ater di ver­

gence of the arts of writing and pi ctori al i l l ustration need not bl ot 

from our mi nds their radical rel ati on .  As in  the Pl atonic myth of the 

sexes , the impul se to reunite ,  or at l east reaffi rm the primitive ki n­

shi p ,  has been both spontaneous and i nerradicabl e throughout the history 

of the book .. ( I I , 382 } .  Thus that the ti tl e of the Spec-tatoP, for 

exampl e ,  coul d be considered anal ogous to the fri eze in  an architectural 

facade i s  not as association foreign to ei ghteenth-century ideas of 

pri nt. 

In bookfom editions , the 11primiti ve ki nshi p .. Bronson speaks of 

can be seen even clearer. Tonson ' s  1 71 8 edi tion of the spectator , 

for i nstance , begins each even-numbered vol ume (there were eight} 

wi th a l arge engraved headpiece . Substi tuti ng for , but not replac i ng 

i n  function , the frieze-ti tles of the fol i o  hal f-sheets are a number 

of .smal l er headpi eces ordinari ly composed of a series of engraved 
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fl owers , scrol l s  and other l i ke objects , strung together from l eft to 

ri ght , the pattern beginning at the l eft hand margi n  of the page and 

ending at the center,  where usual l y  an ornament unique to the pattern 

appeared , fol l owed by a repeti t i on of the i n i ti al pattern i n  reverse 

order , so that the fi rst and l ast  objects i n  the seri es were the same . 

These engravi ngs strongly resembl e ,  and no doubt were meant to suggest , 

the fri ezes of c l ass ica l  archi tecture ; the scrol l s  and vari ous other 

fi gures resembl e Doric metopes and tri g lyph s ,  and the geometri c desi gns 

that d i vi ded the papers in  the odd-numbered vol umes of the edi ti on show 

a marked s imi l ari ty to various Greek mou l d i ngs . 

I n  setti ng these headpi eces , Tonson • s  composi tors apparently 

went to some amount of troubl e to match them wi th the content of the 

particu l ar number they headed ; Henry R. P l omer,  commenti ng on 

another Tonson producti on ,  an octavo edi ti on of Lucreti u s •  De Rerum 

Natura ( 1 71 3 ) , observes the same cons i deration : 11Wh i l e  some of the 

head-p i eces are pi ctori al , .. he admi ts , 11 they are i n  some measure 

cal l ed forth by the text , and perhaps [are] more i n  the nature of 

i l l u strati ons  . • . .  114 Si nce the headpi eces were somewhat standardi zed 

by taste , trad iti on and mechan i cal  l imi tations {e . g . , the l arge head­

p i ece i ntroduc i ng the fi rst number of vol ume VI i s  a l so u sed i n  Tonson • s  

edi ti ons of Congreve ; 5 furthermore , many of the geometri c des i gns of 

4Pl omer , English �nter 's Ornaments ( New York : Bert Frankl i n ,  
1 924 , 1 968 ) , pp . 77-78. 

5Al bert M. Lyl es and John Dobson , compi l ers , 1 1Append i x  A :  
Ornaments Used by Tonson i n  h i s  Ed it i ons o f  Congreve , 11 i n  The John c. 
Hodges Collection of WilLiam Congreve in the Dniv. of Tennessee Library: 
A BibLiographical CataLog ( Knoxvi l l e :  Un i v .  of  Tennessee L i brari es , 
1 970) , I tem 37 , p .  1 23 .  
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the odd-numbered vol umes of the edi ti on can be seen l ater i n  the 

Specimens of Bas kervi l l � , 6 and si nce on ly a fi n i te number of them were 

ava i l abl e for use i n  any one edi ti on , the assoc i ati on between headpi ece 

and text , as P l omer notes , i s  sometimes on ly approximate , i f  that .  

But in  many cases , if  not the majori ty of them , the assoc i ation i s  

i ndeed cl ose enough for the headpi ece to act a s  an i l l ustration of the 

text. 

Vol ume I I  of the 1 7 1 8  edi t ion , 7 for i nstance , heads the fi rst 

number wi th an engravi ng of a cupi d l ooki ng through  a tel escope at a 

l andscape conta i n i ng a dove , a radi ati ng sun , bi l l owi ng c l ouds over 

a grove of trees , and fl owers ; bes i de h im l i es an open notebook i� 

whi ch to record hi s observati ons . I t  woul d  be d i ffi cul t to fi nd a more 

appropri ate headp i ece with whi ch to i ntroduce the Speatator ; here i s  an 

i nstance where an actual engravi ng coul d serve as the ti tl e of the work , 

poi nti ng out aga i n  the cl oseness of wri t ing _ or pri nti ng and i l l ustra­

ti on ,  as  wel l as the functi on of the fri eze-ti tl e .  I n  fact , several 

headpi eces whi ch d i v i ded the i nd iv i dua l numbers i n  a vol ume were 

qu i te l i teral i l l ustrations ,  a lmost vi sual puns a s  i t  were , of the 

content . For exampl e ,  a fl ora l scrol l pattern wi th a center des i gn of 

a heart superimposed over an open book heads speatator 422 ( V I , 1 00 ) , 

where the word 1 1 heart11 appears i n  the fi r�t paragraph of the number , 

the des i gn of the headpi ece thus i l l ustrating not only the phys i cal  

rel ati onshi p of the pri nted word to the book in  which  i t  appears , but 

al so the s ubject of the essay ( Fi gure 2a ) .  

6Updi ke ,  I I ,  Fi g .  273 , 274 , pp.  1 1 7 ,  1 1 8 .  
7The speatator , 4th ed i ti on ( London :

. 
J .  Tonson , 1 7 1 8 ) . 
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More often , however , the compos i tor had to sett le  for a more 
! 

abstract assoc i ation between headpi ece and text , as evi denced i n  the 

series on the pl easures of the imag i nati on .  For i nstance , speatato� 

41 1 ( V I , 58 ) and 41 8 (V I , 84 ) , the fi rst number and the l ast number 

deal i ng di rectly wi th the pri mary and secondary pl easures of 

the i mag i nati on , open wi th the same headpiece ( F i gure 2b ) . Readi ng 

from l eft to ri ght , i t  starts wi th a l eafy scrol l - l i ke fl ouri sh whi ch 

fl ows i nto a bouquet of fru i t .  The center des i gn i s  most  appropri ate 

for a seri es of essays based on the aestheti c pri macy of the eye : i t  

· cons i sts of a rather cadaverou.s - l ooki ng face , wi th huge scowl i ng eyes 

that seem to stare at the reader , and a deeply frown i ng mouth .  

spectato� 41 2 ( V I ·, 6 1 ) ,  wh ich  takes up  the d i scussi on of the grea t ,  

the uncommon and the beauti fu l , i s  headed by a n  ornament that s tarts 

wi th two sunfl ower-l i ke bl ossoms , the stems of wh i ch fl ow i n to an 
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archi tectural desi gn , wh ich  i n  turn fl ows i nto some l eafy fl ouri shes 

that frame the center des i gn of a basket fi l l ed wi th frui t and fl owers 

( F i gure 2c) . Here i t  i � pos s i bl e  to establ i s h an assoc iat ion between 

the fl owers and the basket wi th Addi son • s  category of the beauti ful, 

and perhaps between the archi tectural des i gn and the category of the 

great .  speatato� 41 6 ( V ,  76 ) , wh i ch  beg i ns , 11 I at fi rst d i vi ded 

the Pl easures of the Imagi nati on i nto such as arise from Obj ects that 

are actua l l y  before our Eyes , or that once enter at our Eyes . . .  , .. 

has a headpiece· that appears to p i ck up  on these l i nes wi th a mura l of 

a hound , a flyi ng i n sect wi th four wi ngs , a fl ower bunch , a rabb i t  

as  the center des i gn ,  another flying i nsect , thi � one wi th on ly  two 
' 

wings , and a repeat of the fl owers and the hound ( F i gure 2d ) . In 

other numbers of the seri es the assoc iat ions are not as di sti nc t ,  but 
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there need not be a d i rect assoc i ati on between the text and headp iece 

i n  al l numbers to demon strate that an awareness of such a corres pondence 

d id  exi s t  and that an attempt was made to honor that corres pondence . 

Thi s rel ati ons hi p of typography to content was very much i n  l i ne 

wi th ei ghteenth-century understand i ng of pri nt.  1 1Typography , 11 Bronson 

notes , 11 has never enti rel y l ost i ts p ictori al  appeal s . 11 

At i ts most  conventi onal , i t  sti l l  iZ Zustrates i t s mean i ng ,  both 
by the aestheti c val ues of i ts characters and ·by the ornamental 
suggestion of natural obj ects . Vari eti es of type-face , modul ati ons  
of page-col or and i n ki ng , i nterpl ay of  upper and l ower-case , the 
use of pri nters • fl owers , are a l l of them mean s to the same end 
of i l l ustration. Thereafter , more obvi ousl y ,  come engravi ngs on 
wood or metal , of embl ems , factorums , head- and tai l -pieces , 
v i gnettes , cal l i graph ic  i nventi ons ; and l astl y ,  ful l p ictori al 
i l l ustrat ion . So far as engrav i ng cou ld  carry them at that 
time , al l these resources were of course avai l ab l e  to the ei ghteenth 
century pri nte"rs . ( I ,  382 ) 

They were certa i n l y  avai l ab le  to--and used by- -Tonson , as hi s 1 7 1 8  

edi ti on of the speatator testi fies . 

We .carr beg i n  to see , then , that though pr i nt i ng  had been an acti ve 

and important trade i n  Engl and si nce the si xteenth century ,  the ful l  

measure of i t s s i gn i fi cance to Engl i s h l etters , soci ety and to the 

wor l d  i tsel f was j ust  beg i nn i ng to be di scovered in the e ighteenth 

century.  Among th� fi rst  to comment and capi tal i ze on  pri n t  were 

Addi son , Steel e ,  and the speatator ; i ndeed ; the speatator i tsel f ,  i n  

both i ts penny sheet and book forms , represents someth ing  of an 

embl em of pri nt .  But · si nce Bri ti sh cri t ics , Addi son i ncl uded , exh i bi ted 

11 a strong des i re to account for aestheti c  experience by fixed external 

aauses ei ther gross ly  observabl e ,  or corpuscul ar . .  ( Wimsatt and Brooks , 

p .  259 ) . and s i nce pri nt i s  the concrete embodiment  of s i gn ,  the 

speatator , as i ts name suggests , composes a 1 1 gross 1 y observab 1 e ,  11 

v i sual ly ori ented model of ex i stence . 
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As suc h ,  the spectator made pi ctures , i nsofar as i ts medi um 

cou l d  do so , pri ntscapes whi ch bl ended or homogeni zed a l l experi ence 

i nto a s i ng l e  mode of exi stence . The spectator was poss i bly  more 

successfu l i n  th i s  effort than i ts authors real i zed , or at l east more 

than Addi son rea l i zed , for apparently Addi son , who bore the brunt of 

the i ntel l ectua l ju sti fi cati on for thi s aestheti c ,  whi l e  suggesting an 

associ ati on between pri nt and arch i tecture , apparently d id  not fu l ly 

comprehend the three-dimens i onal  and i l l ustrative qua l i t ies i nherent 

i n  pri nt wh i ch the spectator man i fests i n  i ts format , des i gn and 

compos i t i on .  

I n  a l l of these various aspects of pri nt and i ts funct ion wi th 

regard to the spectator , the evidence , such as  i t  i s ,  i s  frag i l e ,  

perhaps even wh ims i ca l . We are dea l i ng wi th only  the wh i sper of an 

aestheti cs of pri nt so far ;  we have yet to see how print works i ts 

effects , especi a l ly on the spectator. We have seen a poss i bl e  connecti on 

between the sense of si ght and the vi sual ori entati on of the age ,  

between thi s ori entati on and the mode or manner of being of the 

spectator . Now l et us see i f  the connecti on extends farther , tangi bl y ,  

i nto the bones of the peri od i cal  i tsel f ,  the structure and arrangement 

of· the words themse l ves , i n  the renowned "energet i c "  styl e and organ i ­

zati on of the spectator , where i n  l i es the bul k of i ts reputati on . 

"The fi rst great change i n  styl e , "  wri tes Marsha l l Mcluhan i n ·  

Understanding Media , "came early  i n  the e ighteenth century , when the 

famous PatZer and spectator of Add i son and Steel e di scovered a new 

prose techni que to match the form of the pri nted word . I t  was the 

technique of equ i tone . I t  cons i sted i n  ma i nta i n i ng a s i ng l e l evel 

of tone and atti tude to the reader throughout the enti re composi t ion .  
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By thi s di scovery , Addi son and Steel e brought wri tten di scourse i nto 

l i ne wi th the pri nted word and away from the vari ety of p i tch and tone 

of the spoken , of even the handwritten , word . "8 El sewhere Mcluhan 

s uggests that "Unti l Add i son . . .  the author fel t l i ttl e pressure to 

ma i n tai n a s i ng l e  atti tude to hi s subj ect or a consi stent tone to the 

reader .  I n  short , prose remai ned oral rather than vi sua l for centuri es 

after pri nti ng . I nstead of homogenei ty there was heterogenei ty of 

tone and atti tude , so that the author fel t abl e to s h i ft these i n  

mi d-sentence a t  any time ,  j ust as i n  poetry. " 9 

The uni que equi tone of Addi son ' s  styl e was not , however , the 

subject of much comment i n  the ei.ghteenth century . Especi al ly duri ng 

the l atter part of the century , when the "energeti ck"  styl e of 

Johnson domi nated the l i terary worl d ,  Addi son ' s  styl e was descri bed as 

"wea k , "  " feebl e , "  and "enervated . "  Hi s styl e was consi dered by many 

to be not on ly  i nferi or to Johnson ' s  but l acki ng i n  a more general , 

rhetori cal  sense . Rhetor i c i ans of the t ime pl aced much emphasi s on 

the i mportance of energy i n  di scourse , oral or wri tten . 1 0  John 

Og i l vi e ,  wri t i ng i n  h i s  PhiZosophiaaZ and C�itiaaZ Observations on 

the Nature� Charaater� and Various speaies of Composition ( 1 774 } , 

admi res a " nervous , or forc i bl e  Compos i ti on , "  whi ch he defi nes as 

" strength and energy , ei ther of thought , of expres si on ,  or of both 

8Mcluhan , Understanding Media : The Extensions of Man ( New 
York : McGraw-H i l l , 1 964 ) , p .  206 . 

9Mcluhan , The Gutenberg GaZaxy : The Making of Typographia Man 
( New Yor k :  New Ameri can L i brary , 1 962/1 969 ) , p .  1 66 .  

1 0Wi l l i am Kenney , "Add i son , Johnson , and the ' Energeti c k '  Styl e , "  
. Studia NeophiZoZogiaa , 33 ( 1 961 ) ,  1 03 .  



taken together. 11 1 1  11A nervous manner , 1 1 he states , 11 i S  of a l l others 

the most uni versal ly affected ; and at the same time i n  consequence of 

the fau l ts al l i ed to i t ,  the most d ifficu l t  to be obtai ned 11 ( I I , 272 ) . 

Another rhetori cian of the peri od , George Campbel l ,  hel d vehemence to 
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be the 11 Supreme qual i fi cati on in an orator , 1 1 def i n i ng vehemence as 1 1an 

artfu l mi xture of that whi ch proposes to convi nce the j udgment , and 

that wh ich i nterests the pas s i on s . 11 1 2  W i th regard to the wri tten 

word , Campbel l emphasi zes the importance of v i vaci ty ,  whi ch he says 

i s  the product of great care taken i n  1 1 the cho ice of words , the i r  

number , and thei r arrangement 1 1  ( I I  , 1 58 ) . 

Samuel Johnson , i n  hi s cri t ic i sm of styl e ,  puts much stress on 

· the need for energy and ci tes the l ack of i t  as characteri sti c of 

Addi son • s  styl e ( Kenney , 1 03 ) . Cri t i cs are fond of quoti ng one l i ne of 

Johnson • s  corrments on Addi son : 1 1 Whosoever wi shes to atta i n  an Engl i s h 

s'ty le  . must gi ve hi s days and ni ghts to the vol umes of Addi son . 11 1 3  

Whi l e  undoubtedly thi s  i s  a remark of h i g h  pra i se for Addi son , cri tics  

fa i l  to  quote the  two paragraphs that precede the remark , the tone of 

wh ich  i s  but l u kewarm , descri b i ng Addi son • s  styl e i n  a seri es of 

negat i ves : i t  11never bl azes i n  unexpected spl endour . .  What he 

attempted , he performed ; he i s  never feebl e ,  and he d id  not wi sh to be 

entergeti ck ;  he i s  never rapi d ,  and he never stagnates . H i s sentences 

have nei ther studi ed ampl i tude , nor affected brev i ty :  hi s peri ods , 
. ·  

1 1  
Og i l v i e  ( London) ,  I I  , 1 99 .  Quoted i n  Kenney , 1 03 .  

1 2campbel l ,  The PhiZosophy of RhetoPia ( London , 1 776 ) , I ,  3 3 .  
Al l quotations from Kenney , 1 03 .  

1 3  Johnson , The WoPks . of . . . (Troy , N. Y. : Pa fraets , 1 903 ) , 
I X, 1 02 .  Al l references to and quotations from thi s edi t ion , as ci ted 
i n  Kenney , 1 04- 1 05 .  



though not di l i gentl y rounded , are val uabl e and easy "  ( I X ,  201 -202 ) .  

John son , i n  fact , "mi ght be descri bi ng the oppos i te of h i s  own 

styl e . . . , " Wi l l  i am Kenney observes ( 1 04 ) . 
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Two of Johnson • s  satel l i tes , S i r  John Hawkins  and James Boswel l ,  

no doubt p ick ing up ones from the great Doctor • s  conversati on and 

wi s h i ng to vouchsafe Johnson • s  styl i stic  reputati on from hosti l e  cri tics , 

were l ess ci rcumspect i n  thei r opi n i on of Add i son • s  styl e .  Wri tes 

Hawki ns : " The vul gar opi n i on i s ,  that the styl e of thi s century i s  the 

perfecti on of our l anguage , and that we owe i ts u l timate and fi na l 

improvement to Mr . Addi son , and when we make h i s col d and l angu i d  

peri ods the test , i t  i s  no wonder i f  we mi stake strength and animati on 

for tumi d ity . " 1 4  Adds Boswel l ,  wi th the fa int  pra i se that damns , "Though  

comparati vely wea k ,  when opposed to Johnson • s  Hercu l ean v i gour ,  l et us  

not cal l [Add i son • s  styl e] pos i ti vely feebl e . " 1 5  

The " vu l gar opi n ion"  Hawki ns makes reference to was a l so countered 

by other cri ti cs who d id  not fi nd Addi son to be the paragon of Engl i sh 

styl e .  I ndeed , a t  l east one contemporary criti c ,  Thomas Wal l ace , found 

Addi son dec i ded ly  to be i n  a pos i ti on secondary to that of Johnson . 

I n  "An Es say on the Vari ations of Engl i sh Prose , from the Revol ut i on to 

the Present Time" ( 1 797 ) , he puts forward thi s  theory of styl i sti c 

evol ution : "The p·ragress of l anguage marks the progress of the human 

mi nd .  They proceed together wi th equal step from the rudeness of barbari sm 

1 4Hawki ns , The Life of Samuel Johnson, LL. D. ( Dubl i n ,  1 787 ) , 
pp . 239-240 . Quoted i n  Kenney , 1 05 .  

1 5
BosweZZ 's Life of Johnson , ed . George B .  H i l l  and L . F .  Powel l 

( Oxford : The C larendon Press , 1 934 ) , I ,  224 . Quoted i n  Kenney , 1 06 .  
El sewhere , however , Boswel l acknowl edges a deep apprec i ation o f  the 
Speatator . Cf . Bond • s " I ntroducti on "  to the Yal e ed i ti on of the 
Speatator , xcv i i .  
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toward that state beyond wh i ch improvement cannot go , i n  whi ch l anguage 

exh i b i ts the hi ghest pol i sh of el evance and accuracy , and the mind exerts 

al l i ts facu l ti es i n  the i r  ful l force . 1 1 1 6  Whi l e  Wal l ace pra i ses Addi son 

for bri ng i ng styl e i nto a state of hi gh el egance , he fi nds h im  defi c i ent 

i n  energy and thus l acki ng the one other essenti al  qual i ty of perfect 

styl e :  after Addi son 11 i f  any thi ng i s  yet to be added to the improve-

ment of Engl i s h styl e ,  i t  must be more nerve and muscl e ,  not a n i cer 

modi f icati on of form or feature11 ( p .  58 ) . The whol e poi nt of Wa l l ace • s  

argument i s  that i n  the ei ghteenth century l anguage fi rs t acqui red 

el oquence wi th Addi son and then energy wi th Johnson , so that wi th Johnson 
. 1 7  i t  became perfect .  

The Reverend Robert Burrowes , wh i l e  hardly a spokesman for the 

vu l gar opi n ion , d i sagrees wi th the concl us ions of Hawk i n s  and Wa l l ace . 

Johnson , he compl a i ns ,  shou l d  adopt a styl e that can be readi ly under­

stood i f  Johnson i ntends , as he cl a ims , to wri te for the mora l improve-

ment of the peop l e .  Instead , h e  uses a 11 l earned and anti quated phraseol -

ogy , 11 wh i ch mi n imi zes h i s  effect i veness ; and i ndeed , Burrowes says , 

11 i f  ru l es for peri odi cal essays are to be drawn from the practi ce of 

1 6wal l ace , Transactions of the RoyaZ Irish Academy ( Dubl i n , 
1 797 ) , IV , 41 . Quoted i n  Kenney , 1 07 . 

1 7Kenney , 1 07 .  Johnson • s  reputati on as  the epi tome of el oquence 
i n  the ei ghteenth century i s  sti l l  defended today i n  h i gh ly contemporary 
terms . J .  Cl ement Jones , for exampl e ,  i n  h i s  essay 11 Dr . Johnson--Mass 
Commun i cator11 (Transactions of the Johnson Society _ [Dec . , 1 969] , 1 9-
29 ) , asserts that Johnson was born 200 years before h i s  t ime ,  for he was 
a Mcluhan man l i v i ng i n  a Gutenberg age . Vari ous passages i n  the 
Rambler , accord i ng to Jones , demonstrate h im to be a 11 natura l mass 
communicator ,  capabl e of the immed iate impact wh i ch our el ectron ic  age 
ca l l s  for , 11 and h i s  parl i amentary debates in the GentLeman 's Magazine 
i nd icate that he woul d have made an excel l ent tel evi s i on scri ptwri ter .  
Jones concl udes that Johnson coul d 11 Communi cate wi th anybody on anyth i ng ,  .. 
l ooked not so unpl easantl y as one mi ght suppose , and 11 had a good rad i o  
and TV voi ce . . . 
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thei r great Engl i sh ori gi nal , Mr .  Addi son , as  the ru l es of epi c  poetry 

from Homer ' s ,  noth i ng can be more oppos i te to thei r true character;  for 

as the ir  professed i ntent i s  the improvement of genera l manners , the ir  

sti l e ,  as wel l as thei r subjects shoul d be l evel l ed to understand i ngs 

of every descri pti on . 11 1 8  Johnson ' s  fundamental  styl i st i c  fl aw, Burrowes 

asserts , i s  j u st th i s  very qual i ty of energy that Hawkins  and Wal l ace 

approve . Johnson often i s  gui l ty of overemphasi s and monotony when 

attempti ng to stress i deas , Burrowes says . He al so put hi s sentences 

i n  novel arrangements and sel ected unusual words to impress hi s i deas 

fi rmly on hi s readers ; but he used so much emphas i s  that al l hi s i deas , 

regard less  of importance , are put on the same l evel ( Kenney , 1 09 ) . 

An excess of energy a l so causes harshness , whi ch , accord i ng to Hugh 

Bl a i r ,  arose wi th Johnson 11 from unusual words , from forced i nvers i ons 

in the constructi on of a Sentence , and too much negl ect of smoothness 

and ease , " 1 9  and even Bl a i r ,  a fri end of Johnson , admi ts that Johnson ' s  

styl e i s  harsh , at l east i n  the speeches he gi ves to h i s fema l e  charac­

ters ( Kenney ,  I I  I )  . 

Johnson h imsel f notes that Addi son del i berately d id  not stri ve 

for an 11 energeti ck  sti l e . 11 A cl oser l ook at the forma l el ements of 

Addi son ' s  styl e mi ght tel l us why , and here Jan Lanneri ng ' s  Studies 

in the �ose Style of Joseph Addison and Zi l pha Emma Chandl er ' s  Iowa 

stud i es are extremely  hel pful . Lanneri ng notes that the most character­

i sti c forma l feature of Add i son ' s  prose styl e i s  i ts paral l el i sm .  

1 8Burrowes, 11 Essay on the Styl e of Doctor Samue 1 Johnson , 11 
Transactions of the Royal Irish Academy ( Dubl i n , 1 787 ) , I ,  30 .  Quoted 
i n  Kenney , 1 08 .  

1 9Bl a i r ,  Lectures on RhetoPia and Be ttes LettPes { Dubl i n ,  1 783 ) , 
I I ,  1 9 . Quoted i n  Kenney , 1 1 1 .  



Addi son went to consi derabl e l engths to conceal i t ,  wanti ng to acqui re 

the perspi cuous order , but not the r i g i d i ty of form , that it prov ided . 

Hence he preferred asymmetr i cal  paral l el i sm i n  hi s l onger forms of 
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i t ,  characteri st ica l l y  establ i s hed by an extens ion of the l a st member :  

.. They are the Scorn of al l good Men , and the publ i ck Harks of Infamy 

and Deri s ion . 1 1 20  I n  the shorter forms of para l l e l i sm ,  he frequently 

used pl eonastic pa i rs of words , mostly for rhythmical effect rather 

than emphat i c  effi cacy : 1 1 Nature has gi ven al l the l i ttl e Arts of 

Sooth ing and Bl andi shment to the Femal e ,  that s he may cheer and animate 

her Compan i on i n  a constant and assi duous Appl i cati on to the ma k ing of 

a Provi s i on for h i s Fami l y ,  and the educati ng of the i r  common 

Chi l dren . 1 1 2 1  He found tri pl ets , however , too heavy ; he hes i tated to 

empl oy them and when he d id  use them i t  was usual ly to emphas i ze 

contexts expl i c i tly deal i ng wi th mora l precepts or phi l osoph i ca l  

abstracti ons : "a  col d ,  l i fe l ess , i ns i p id  Cond i ti on of V i rtue . . . ' 
II 

or 1 1These Li nes are perhaps as pl a i n ,  s impl e ,  and unadorned , as any of 
22 the"li.hote Poem . 1 1 He used quadrupl ets hard ly  at al l ( p .  32 ) .  Add i son 

al so seems to have avoi ded extended forms of symmetri ca l  para l l e l i sm 

( p .  1 94 ) . 

20Lanner i ng , 1 1 Essays and Studi es of the Engl i s h Language i n  Li tera­
ture, 1 1 ed . S .  B .  Li l j egren , No . 9 ( Upsa l a: Lundqu i st/Cambri dge : Harvard 
Un iv . Press , 1 951 ) ,  p .  1 94 .  See al so Lanneri ng� s subchapters on 
asymmetr i ca l  para l l e l i sm ,  pp. 57 -70 . 

2 1 Lanneri ng , pp. 1 93- 1 94 .  See al so Lanneri ng • s  subchapters on 
symmetri cal  paral l e l i sm ,  pp . 2 1 -56 . Passage from speatator 1 28 ( I I , 9 ) ; 
quoted i n  Lanneri ng , p .  53 .  

22 ,  Lanneri ng , p .  1 94 .  See al so Lanneri ng , pp . 32 -39 . Passages 
from speatator 201 ( � I ,  287 ) and Speatator 303 ( I l l , 84 ) .  Quoted i n  
Lanneri ng , p .  33 . 
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Over the years paral l el i sm has been used in l i terature for vari ous 

purposes . The word-pai r  i s  l argely  i nterpreti ve i n  Ol d and M iddl e 

Engl i sh ,  whereas i n  the modern Engl i sh of Samuel Johnson i t  i s  ma i n ly 

emphati c .  Addi son , however , desi gned a thi rd purpose for hi s para l l el ­

i sm ,  a purpose whi ch al so concerned the matter of emphas i s ,  but wh i ch 

impl i ed j ust the opposi te of the Johnson i an manner of ponderous rei n­

forcement . Add i son empl oys para l l e l i sm to d i stri bute , rather than 

concentrate h i s  emphasi s .  In h i s  prose he attempts to l essen the wei ght 

of natura l stress by distri but ing i t  over a greater number of words 

than necessary for mere sense content ( Lanneri ng , p .  1 93 ) . 

Thus h i s compl ex sentences typica l ly  are arranged i n  c l au ses i n  

natural conversati onal order , begi nn i ng wi th a ma i n  cl ause and fol l owi ng 
. .  

wi th subordi nant c l auses . S i nce thi s orderi ng i s  rather top-heavy , to 

ba l ance i t  off he del egates as much sense-content as poss i bl e  from the 

mai n c l ause to the subordi nant c l auses . In thi s way he makes the 

subordi nant c l auses carry the bul k of hi s meani ng ,  and not i nfrequentl y ,  

he wi l l  even del egate sense-content from these subordi nant c l auses to 

other cl auses subordi nant to them . Bes i des di stri buti ng the emphas i s  

and thus ensur i ng coherence , thi s use of para l l el i sm a l so g i ves Add i son ' s  

sentences an easy , fl owi ng rhythm ( Lannering , pp . 1 94-1 95 ) . I n  a l l 

of thi s Add i son was respond i ng to the demands of a vi sual  rather th�n 

an oral med i um ;  thus the l evel i ng of the sense-content i n  hi s wri t i ng ,  

i n  Mcluhan ' s  word , " homogen i zed " h i s  styl e to conform onto l og i cal ly  to 

the uni formi ty and l i neari ty of pri nt . 

" Thi s manner of bui l di ng sentences , "  Lanneri ng states , 11 i s  so com-

man i n  modern di scurs i ve prose that we never stop to thi nk  about i t  at 

a l l ,  but i n  Addi son ' s  days the s i tuati on was a l together di fferent" 



( p .  1 95 ) .  I n  other words , Addi son, perhaps a l one for h i s day , under­

stood the nature of pri nt and conformed hi s styl e primari l y  to i ts 

demands rather than �onformi ng to the characteri st i cs of rhetori cal 
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or ora l di scourse that had been the dec i d i ng i nfl uence on prose styl e 

unti l the e ighteenth century . We need l ook only to the most i nfl uenti al  

prose-wri ters of Add i son • s  day , Dryden and Swi ft , to see that onl y  he , 

wi th regard to organ i zat i on of matter into sentence , u sed a method of 

sententi a l  devel opment that has ever s i nce been recogn i zed as the 

pattern for di scursi ve prose wri ti ng .  And here aga i n  we can see that 

the u l timate end of Addi son • s organ i zati on of matter was to di stri bute 

the emphas i s  as much as poss i bl e23--to ma ke hi s prose 1 1equi tone , 1 1 a s  

i t  were . 

Addi son • s  d i cti on con s i stently carri es the characteri st ics of 

a wri ter for a mass audi ence . I n  the f irst thou sand words of the more 

or l e ss  random pa ssage Chand ler chose for her study , she di scovered 

that Addi son used 336 di fferent words , whi ch i s  a re l ative ly  sma l l  

number ( e . g . , i n  s imi l ar l ength passages she found that Addi son used 

71 words fewer than Johnson , 41 fewer than Ha zl ett , 1 07 fewer than 

Pater ) .  Moreover , these words were mostly of Saxon deri vati on (49 . 7% 

of the words i n  the pa ssage , or 6 . 2% more Saxon deri vati ves than words 

of cl ass ica l  descent ) ;  consequentl y he employed a l argely Angl o-Saxon 

d ict ion that wa s h i ghl y monosyl l a bi c ( 38 . 6% )  and di syl l abic  (36 . 2% ) , 

and none of hi s words have over five sy l l abl es . Chandl er notes a l so 

two outstand i ng structura l qual i ti e s of Add i son • s  prose--s impl i c i ty 

23Lanneri ng ,  p .  1 95 .  See al so Lanneri ng • s  subchapters on 
structura l background , pp .  74-85 . 
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and l ack of vari ety .  Apart from h i s  nomi nal phrases , she fi nds only 

fi ve compl ex word patterns , none of them very i nvol ved ; and the sentences 

in thi s  passage range in l ength from on ly seven words to s i xty-three , s how­

i ng a range of fi fty-s ix--aga i n , not a h i gh number for the time ( Johnson var­

ied  from s i x  words to s i xty-fi ve-- thus showi ng a range of fi fty- n i ne ) . 24 

I ron ica l ly ,  Wal l ace , in c i t i ng the rhetorical  weaknesses of the 

styl e of hi s contemporary Addi son , its l ack of energy , a l so s i ngl es  

out i ts strength when i t  appeared i n  pri nt :  11 the l anguage of 

Addi son . . . .  was too weak for the we i ght of abstract mora l di squi s i ­

t ion , and too vague for the n ic iti es of metaphys i ca l  di sti ncti on . 

I t  was fi tted for h im  whose obj ect was to catch what fl oated on the 

f f 1 " f  u25  sur ace o 1 e .  . . . I n  other words , Addi son • s  homogeni zed styl e ,  

i denti fi ed , s i g n i fi cantly ,  by none other than Johnson as " the model of 

the middl e style , "  is uni quely sui ted to the mass audi ence whi ch pr int  

had created and to wh ich the speatator was meant to appeal . 

As Robert Potter , a contemporary of Add i son • s ,  has observed , 

" hi s  j udgment was j ust , hi s manner s impl e and e l egan t ,  and from hi s 

taste there i s  no appeal ; hi s page was , l i ke the vernal sun , br ight  

and gentl e ;  it  gradual l y and imperceptabl y di spel l ed the mi sts of 

barbari sm whi ch hung over l earni ng , and spread an i ntel l ectual l i ght , 
26 the i nfl uence of wh ich was uni versa l  and permanent . " The descri ption 

24chandl er ,  "An Analys i s  of the Styl i sti c Techn ique of Addi son , 
Johnson , Hazl i tt and Pater , 11 Univ. of Iowa Studies , 4 ( 1 928 ) , 25-30.  

25wa l l ace , 60 . Quoted in Kenney , 1 07- 1 08 .  
26Potter , An Inquiry into Some Passages in Dr. Johnson 's Lives of 

the Poets: ParticuLarly his Observations on Lyria Poetry3 and the Odes 
of GPay ( London , 1 7 38 ) , I .  Quoted in  Kenney , 1 1 3 . 



of Addi son • s  prose as sun-l i ke ,  11Bright , "  di spel l ing mi sts of 11bar­

bari sm, "  spreadi ng 11 i ntel lectual l i ght , "  and hi s predi spos ition toward 

clari ty above al l i n  hi s styl e recal l s  again the eighteenth-century 

association of print with sight , l i ght and l ogical reason that we dis­

cl osed i n  Chapter I I .  
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Addi son • s  styl i stic di stri bution of emphasi s  i s  evident both i n  

the arrangement of hi s words and phrases and i n  the express i ve qual i ty 

of the words themsel ves . Fi gures of speech , such as metaphors , 

concentrate sense-content and emphasi s  instead of di stri buting them; 

Addi son , bel ieving that truth was the bas i s  of wit ,  hel d  that an idea 

must 11 Shine i n  i ts own natural Beauties" and . not i n  arti ficial ly 

i l l uminated rhetori cal fi gures , thus implyi ng that the expressive power 

of the diction must be restrained considerably (lanneri ng , p.  1 96 ) . 

Rhetorical figures , he bel ieved , were more the provi nce of poets than of 

prose essayists . And he explains i n  spectator 285 : 11 lf  Cl earness and 

Perspicui ty were only to be consul ted , the Poet woul d  have Nothing el se 

to do but to c l othe hi s thoughts in the most pl ain  and natural Expres­

sions.  But ,  since it  often happens that the most obvious Phrases , and 

those whi ch are used in ordinary Conversati ons , become too fami l iar 

to the Ear , and contract a Kind of Meanness by passing through the 

Mouths of the Vul gar , a Poet shoul d take particular Care to guard him-­

sel f against idiomatic Ways of Speaking .. ( I l l ,  1 0) .  Simi l e  and metaphor , 

i n  other words , are not the stuff of prose. 

Addi son • s  di cti on too shows the effects of hi s characteri stic  

manner of di stri buting emphasi s .  Hi s prose shows l i ttl e use of simi l es 

and metaphors , what few there are being restricted to an i l l ustrative 

function only,  and taken from stock subjects for metaphors such as fi re , 

spring , and so on . I n  hi s non-l iteral diction we can see the same 



tendency . Comparisons between MS and printed papers demonstrate that 

he cons i stently worked to suppress imagery in his  verbs and epi thets . 

The al terati ons he made i n  the MS copy before printing cons i st more 

times than not in  changes from the vivid and part icul ar to the non­

sensory and general : " bri ght and fl ori d" i s  a l tered · to "pl easing and 

beauti fu l , " for example .  
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The di stri buti on of emphas i s  in hi s diction is espec ial ly  evi dent 

i n  h i s  corrections of verbs to thi s effect.  For i nstance , he al tered 

" used to say" to " frequently made use of i n  pri vate conversati on , "  

thereby chang i ng the aspect of the phrase from the verba l to the nomi nal . 

Thi s change not only suppresses the v ivid  sensory el ement of the phrase , 

but a l so transfers the sense-content and emphas i s  from the mi dd le  of the 

clause to the end {Lanneri ng , p .  1 96 ) .  

Only  i n  the l engthen ing or shorten ing of a phrase for rhythmi cal 

effect , di d Add i son admi t· a poeti cal el ement i nto hi s to any extent 

{Lanneri ng , pp . 1 95- 1 96 ) , but even here the moti ve for usage was not so 

much the el evation of speec� as it was the atta i nment of a smooth , even­

flowing tone , whi ch , as Wal l ace suggests , wou ld  aid the reader "whose 

obj ect was to catch what fl oated on the surface of 1 i fe . " 

As Al exander Chambers remarked i n  hi s series on the Bri ti sh 

essayists , Add i son ' s  prose styl e has one characteri sti c that made 

it preferabl e to that of Johnson , or any other prose styl i st of the 

period , and that was that i t  has "more general uti l i ty . n 27 Chand l er 

notes , too , that "a natural adaptat ion of l anguage to the means of 

utterance together wi th an empl oyment of fami l i ar terms and a methodica l 

27
chambers , British Eaaayiata (London , 1 823 ) , XV I , xl i -xl i i .  

Quoted i n  Kenney , 1 1 4 .  
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system of organi zat ion has . . .  wei ghed greatly in [Addi son ' s ] favor " 

( 35 ) . And Addi son himsel f ,  i n  hi s defense of Mi l ton ' s styl e ,  hi nts of 

hi s own concern for uti l i ty :  " I  must confess ,  that I thi nk Sti l e ,  tho ' 

admi rabl e  i n  general , i s  i n  some Pl aces too much sti ffened and obscured 

by the frequent Use of those Methods , whi ch Ari stotl e prescri bed for 

the ra i s i ng of i t " ;  he notes that ''where the Verse i s  not bu i l t  upon 

Rhymes ,  there Pomp of Sound , and Energy of Express ion , are i ndi spensably 

necessary to support the Sti l e , and keep it from fa l l i ng i nto the F l atness 

of Prose" (s 285 , I I I , 1 4 ) . But i t  was thi s very fl atnes s wh ich was 

the essence of pri nted prose , and i t  was such a fl atness , marked by 

a uni form di stri bution of emphas i s ,  a l i near smoothness  i n  rhythm--the 

equ i tone styl e of pri nt ,  i n  other words--that Add i son strove for i n  

hi s prose and mani fested i n  the spectator. Indeed , Add i son ' s  styl e 

marks the crossover from the primacy of rhetori c ,  or of the ear,  i n  

popu lar wri ti ng , to the primacy of the , eye . · 



CHAPTER V 

PRINT ,  PERSONA AND FORM 

The spectator i s  not a work general ly  fel t to occu�y a pl ace of 

spec ia l  rel evance for the twentieth century .  Recent wri t i ngs  by Marshal l 

McLuhan and others have dea l t  at some l ength wi th the demi se of a soc iety 

ori ented to experi ence by the medi um of print and the b i rth of a new 

soci ety cognizant by many med i a  of communication and thus many facets 

of exper ience . I n  th i s  new society Mr . Spectator mi ght wel l have fel t 

i 1 1  at ease .  

But that is  not to  say that the spectator bears no  rel evance to 

th i s  century . On the contrary , Dona l d  F. Theal l states at the onset of 

The Mediwn is the Rear VielAJ Mirror: Understanding McLuhan that h i s  book 

i s  11Wri tten i n  the spirit  of an awareness of the soc i al and pol i t i cal 

i s sues i nvol ved i n  aesthetics as we l l  as the way in which  McLuhan 

potenti a l l y  di storts sources a s  he creates h i s  own popul ar myth , just  

as Addi son d i d . 11 1 He goes on to say :  

My parti cul ar Gutenbergi s h  . . .  a pproach to McLuhan wi l l  pl ace 
him i n  a ser i es of deve l opments where he appears l i ke the twen­
ti eth century Addi son he rea l ly i s .  Addi son · was a popul ari zer 
working in a rather new med i um .  He rea l i zed the important rol e 
that the peri odi cal essay , as  a mode of early mass  educati on , · 
cou l d  pl ay i n  devel opi ng a new code of manners and mora l s during 
the transformation of an ari stocrat-domi nated soc i ety i nto a 
mercanti l e  one . The spectator Papers provided documentati on 
of the phenomenon as wel l as  contri buti ng to the process which  
Addi son strong ly  supported . In h i s  way , Add i son contri buted 
to the change of taste , sens i b i l i ty, manners and mora l s i n  
ei ghteenth century London .  { p .  2 )  . 

1 Thea l l { Montreal /London : MeGi l l -Queen ' s  Un i v .  Press , 1 97 1 ) ,  
p .  xvi i .  

83 



84 

Mcluhan , sayd Theal l ,  1 i ke Addi son , i s  " spokesman for an important set 

of ph i l osoph i c  a nd aestheti c poi nts of vi ew . . .  " ( p .  203 ) . 

I n  The GUtenberg GaLaxy , Mcluhan h imsel f attempts to set out 

j ust  what Add i son ' s  phi l osophi c  a nd aestheti c poi nt of v i ew was . Typo­

graphy , he argues , was the fi rst mechani zati on of a hand icraft and thus 

i s  the perfect exampl e of appl i ed knowl edge , s i nce the mechan izati on of 

the handi craft of  the scri be--the v i s ua l  arresti ng and spl i tti ng up of 

scri ba l acti on--was i tsel f  appl i ed knowl edge . The process of mechani ­

zati on coul d then be_ extended to the mechan i z i ng of many other acti ons� 

moreover , peopl e accustomed to the repeti t ive , l i near patterns of the 

pri nted page were predi sposed to transfer these a pproaches to al l ki nds 
2 

of probl ems . Add i s on ,  and Steel e a s  wel l ,  articul ated the tendency 

to transfer to other probl ems the approaches s uggested by the pri nted 

page , espec i a l l y  the probl em of publ i c  moral i ty .  

There i s ,  i ndeed , l i ttl e i f  any doubt that Addi son a nd Steel e 

d i d  greatly affect the manners of Engl i s h  s oc i ety .  Donal d F .  Bond 

observes that  many parents i n  the e i ghteenth century thought the 

Spec�tor second onl y  to the Bi bl e  as a ·source of moral i ns tructi on . 3 

Addi son ' s  contemporaries a nd l ater generations i ncl udi ng even Johnson , 

a great moral i st h imsel f ,  were wi l l i ng to credi t h im wi th  such an  

i nfl uence , which  Macaul ey in  another century woul d confi rm . 4 A cl ose 

2Mclu han ( Toronto : Un i v .  of Toronto Press , 1 962 ) , p .  1 84 .  

3Bond , " I ntroduct ion , "  The Spectator , xcv . 
4Theal l has detected a moral i zi ng effect  a l s o  i n  the works of 

Mcluhan : "Mcluhan i s  recoomendi ng moral  dri ft i n  the name of a ' sus­
pended j udgment '  . . . • [But] ' Whether he wants i t  or not , or whether 
he i s  aware of i t  or not , anyone who s pends h i s  l i fe studying soci ety 
and publ i sh i ng the resu l ts is acti ng moral ly  and u sual l y  pol i ti cal l y  
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examination of the spectator papers i n  thei r entirety, suggests Peter 

Gay , wil l al l ow  us "to see Addison , the s i l ent Mr. Spectator, as a l ead­

i ng actor in the great moral drama . 115 

Most eighteenth century essays , i ncl uding Addi son ' s ,  are concerned 

with bel ong ing ,  i n  ei ther an expl i ci t  or impl i c i t  way. The reader i s  

constantly asked to recognize a ki nship with the author and to separate 

himself  from 11certai n  young gentl emen . .. The rhetoric thus draws i n  the 

reader , i nduci ng him to al ign himself wi th the author and thus the 

proper moral stance i n  a way that essays before the eighteenth century 

almost never do . 6 The relationsh ip  between the " I "  and the "they"--

a l i terary correl ati ve , in  a sense , to the bibl i cal 1-Thou relation-

shi p--was central to the fami l i ar essay of the eighteenth century .  The 

" I "  as wel l  as the "they" are i nvested with an enl arged significance , 

the rel ationsh ip  often shapi ng the very structure of the essay i tsel f.  

Addi son , i n  addi tion, uses the 11we , 11 usua l l y  to mean men of good 

taste , moderation, and good wil l ;  by designati ng the " 1 11 to be .more 

as wel l . '  . . .  Perhaps l i ke Addi son , Mcluhan hopes to be a ' Spectator , •  
incul cati ng a new soci ety through chan� ing men • s m.anners and conse­
quently the ir  moral s surrepti tiously .. ( pp .  43-44) . 

5Peter Gay , "The Spectator as Actor: Addi son i n  Perspecti ve , .. 
Encounter, 29 { Dec . , 1 967 ) ,  29. Bond confi rms Gay ' s  assumption of Add i­
son ' s  domi nant rol e  i n  the constitution of the Speetator: 11 From the 
fi rst . . .  Addi son seems to have taken a lead i ng share in  the direction 
of t�e Speetator . The most important statements of pol i cy in the early 
papers occur i n  Nos . 1 ,  4 ,  1 0 ,  and 1 6 ,  of which three are by him.  Later 
on i t  i s  i n  essays by Addi son that we fi nd the real ly  signifi cant state­
ments as to the di rection and purpose of the paper--on the reception of 
the Speetator { 1 24 and 448) , on i ts two cl asses of readers ( 1 79 and 598) , 
on the k inds of papers attempted { 1 24 ,  435 , and 476 ) ,  on the choice of 
mottoes and si gnatures { 221 ) ,  and on the increased stature of Mr . Specta­
tor when the dai ly  papers wi l l  be col l ected i nto handsome octavos 
{ 529 ) .  Bond , I ,  l xiv-l xv .  

6Phi l l i p Stevick,  11 Fami l i ari ty i n  the Addisonian Fami l iar Essay,  .. 
Co ltege Composition and Cormrunieation , 1 5  {Oct.  , 1 965) , 1 69 .  



a shared state of mi nd than a spec i fi c  person , he coul d move back and 

forth between the 11 1 11 and 11We 11 wi th faci l i ty . · Not ice ,  · tor exampl e ,  
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how Addi son begi ns Spectator 355 : 11 1 have been very often tempted to 

wri te Invecti ves upon those who have detracted from my Works , or s poken 

i n  Derogat i on of my Person . .. He,  of course , does not g i ve i n  to thi s  

temptati on , and , as the essay devel ops , he d i scl oses a posi ti on so  l i ttl e 

i ndi v idual i st i c  that the 11 1 1 1 becom·es more a dev ice for i ntroducing a 

norm than an ident i f i cati on of personal opi n i on .  Thus h e  wri tes l ater 

on in the es say : 11Th is  i s  a P iece of  Fortitude wh ich  every one owes to 

h i s  own Innocense , and w i thout wh i ch i t  i s  imposs i b l e  for a Man of any 

Meri t or F i gure to l i ve at Peace wi th h imsel f i n  a Country that abounds 

w i th Wi t and Li berty . .. The 1 1 1 11 of the wounded Add i son at th i s  po i nt 

· becomes the 1 1We 11 of a 1 1  decent men ( Stevi ck , pp . 1 7 1 - 1 72 ) .  

Much of the succes s the peri odi cal  had i n  reformi ng manners and 

· moral s al so  l ay i n  the nature of i ts med i um and that of the Mr . Spectator 

persona . A key statement revea l i ng how he was to establ i sh a rapport wi th 

h i s  readers comes i n  the fi rst number : 11 s i nce I have ne i ther Time nor 

Incl i nation to communi cate the Fu l ness of my Heart in Speech , I am 

resol ved to do i t  i n  Wri t i ng ;  and to Pri nt my sel f out ,  i f  poss i b l e ,  

before I d i e . .. H i s  cho ice o f  med i um al l owed h im  to preserve h i s  anony­

mi ty ,  for i t  requ i red no face-to-face contact wi th h i s  audi ence ; he 

coul d ,  then , expl o i t  ful ly  the art i st ic--as opposed to the practical  

or po l i ti cal --advantages thi s  anonymi ty al l owed h i m ,  as wel l  as the 

arti sti c advantages of pri nt as a med i um . 7 He i s ,  then , the . .  typograph i c  

7Ki nsl ey,  1 1Meani ng and Format : Mr . Specta tor and Hi s Fol i o  
Hal f-Sheets , .. JOUI'rJal of English Litei'ai']J Histocy , 34 ( 1 967 ) , 490 . 
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man , "  the essence of his authors and the reflection of his readers. 

The details of how Addison and Steeie tailored Mr . Spectator 

to the medium of print are fairly easy to illustrate . In understanding 

Media ,  Mcluhan describes the •typographic man11 : 

Perhaps the most �ignificant of the gifts of typography to man 
is that of detachment and non-involvement--the power to act with­
out re-acting 

• • • • The very word "disinterested , '  expresses 
the loftiest detachment and ethical integrity of the typographic 
man. • • • The same integrity indicated by the term ' disinterested ' 
[was a] mark of the scientific and scholarly temper of a literate 
and enlightened society . . . • It was precisely the power to 
separate thought and feeling, to be able to act without reacting, 
that split literate man out of the tribal world or close family 
bonds in private and social life . 8 

The character of the •typographic man" described here is remarkably 

similar to Mr . Spectator ' s  characterization of himself :  

Thus I live in the World, rather as a Spectator of Mankind, 
than one of the Species; by which means I have made my self a 
Speculative Statesman, Soldier , Merchant , and Artizan , without 
ever meddling with any Practical Part of life. I am  very well 
versed in the Theory of a Husband , or a Father , and can discern 
·the Errors in the Oeconomy, Business and Diversion of others , 
better than those who are engaged in them; as Standers-by discover 
Blots , which are apt to escape those who are in the Game . I 
never espoused any Party with Violence , and am resolved to observe 
an exact Nutrality between the Whigs and Tories, unless I shall 
be forced to declare myself by the Hostilities of either Side . 
In short , I have acted in all the Parts of my life as a looker- · 
on, which is the Character I intend to preserve in this Paper . 
(S l ,  I ,  405) 

Although Mr . Spectator is not always consistent in this role , _ as in the 

case of his insistence on accompanying Will - Honeycomb to the boudoir 

of a •Travell ' d" lady to experience first-hand the shocking practice 

of receiving "Visits in Bed , ••9 and despite his experiment in talkativeness 

BMcluhan ( New York:  McGraw- Hill , 1964 ), p .  173 . 

9Mr. Spectator on this occasion displays some remarkably 
unspectator-like reactions: •for my part, I am so shocked with every 
thing which looks immodest in the fair Sex , that I could not bear taking 
off my Eye fi"'OI · her when she moved in her Bed , and was in greatest 



recorded i n  Spectator 556 , sti l l ,  i n  h i s  fi nal ded i cation to Lord 

Hal i fax ,  Mr . Spectator reaffi nns h i s  character as taci turn spectator 

and on�l ooker, wh ich  i s  h i s  es senti a l  character throughout . 
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The s igni ficance of the s imi l ari ty between Mr . Spectator and the 

"typographi c man "  i s  important .  Mr . Spectator exuded the qua l i ti es of 

al oofness , taci turn i ty, · " sci enti fi c "  detachment and d i s i nterestedness 

that pri nt had gi ven to men ; hence he person ifi es the qua l i ti es of the 

med i um of pri nt .  Furthermore , he al so pos sesses a body consti tuted 

of pri nt :  l i teral ly ,  ·Mr . Spectator exi sts only i n  words . Taken to-

gether , then , Mr . Spectator possesses both the " body" and " sou l " of 

pri nt and i s ,  i n  effect, the archetype of " typograph ic  man " --the 

" Everyman " of the e ighteenth century .  

Mr . Spectator thus became a cul tural object h imsel f .  And the very 

fact of h i s  centra l rol e as a cul tural myth suggests that he was deeply 

i nvol ved in  some essenti al probl ems wh ich  reveal someth ing about the 

cul ture of the ei ghteenth century .  Mr . Spectator ' s  consti tution and 

Add i son ' s  emphas i s  on sight as the most important sense i nd icate that 

perhaps primary among these cul tural i s sues was the much di scus sed 

concept of ut piatura poesia .  Ronal d Paul son ,  i n  h i s  study of th i s  

concept i n  ei ghteenth century Engl and , starts wi th the Engl i s h  garden 

Confus i on imag i nabl e every t ime she sti rred a Leg or an Arm" (s 45 , I ,  
1 92-1 93 ) . And there were times when he seems to have regretted accept­
i ng the publ i c  rol e  of bei ng merel y an on-l ooker to l i fe ,  as when he i s  
a pproached by a pretty prosti tute near Covent Garden :  " I  wa s jogged on 
the El bow . . .  by a sl im  young Gi rl of about Seventeen , who wi th a pert 
Ai r as ked me i f  I was for a P i nt of Wi ne . I do not know but I shoul d 
have i ndul ged my Curi os i ty i n  hav i ng some Chat wi th her ,  but that I am 
i nformed that the Man of the Bumper [Tavern ]  knows me ; and i t  wou l d  have 
made a Story for h im  not very agreeabl e  to some Part of my Wri ti ngs , 
though I have i n  others so frequently said  that I am whol ly  unconcerned 
i n  any Scene I am i n ,  but merely  as  a Spectator" (s  266 , I I ,  534 ) . 
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and notes that at the beg i nn i ng of the century l andscapes were pl anned 

so that when a v i s i tor sat on a bench he woul d l ook i n  the d i rect ion  i t  

was poi nted and see a scene careful ly prepared to · l ook l i ke a page from 

an emb l em book , accompan ied even by i nscr ipt ions . As one fol l owed the 

path around the garden , emb l em fo l l owed embl em i n  a pr�scri bed order .
1 0  

By a s  early as the 1 720 • s ,  however , th i s  l i neari ty i n  ga rden l ay­

out had begun to change . I n  Al ex�nder Pope • s  Twic kenham garden , for 

i n stance , var i ous  paths converged frpm d i fferent d i recti ons  to terminate 

at an obel i s k  erected to the memory of h i s  mother , thus reveal i ng 

di fferent aspects of the central obj ect as i t  was seen down d i fferent 

garden paths from va ri ous  d irecti ons . Paul son observes that over the 

next twenty ·  years , th i s  trend toward v i ewi ng one obj ect from mu l t i p l e  

perspecti ves had formal i zed i nto defi n i te 1 1 p ictori a l  c i rcui ts 1 1 or 

1 1peri meter bel ts 11 i n  gardens . I nstead of just wanderi ng · through the 

garden , one wou ld  fo l l ow a path which  made a ci rcu i t  of i t , paus i ng at 

benches whi c h  revea l ed a ser ies of poi nts of v i ew that ga ve d ifferent 

perspecti ves on the same scene ( Paul son , ·1 66 ) . 

' Thoug h the pi ctori al c i rcu i t was a cul tural phenomenon of the mid-

1 7oo • s ,  man i fested i n  l i terature in  the works of Ri chardson , Fi el di ng ,  

and Smol l ett ( Pau l son , pp . 1 74- 1 81 ) ,  the Speotato'l' even at i ts earl y 

date showed s i gns  of the dr i ft .  Just as the p ictor i al c i rc u i t  set up 

di fferen t perspect i ves of someth ing  wh i ch was i tsel f vari ous ( Paul son , 

l O Pau l son , 1 1The Pi ctori al C ircu i t  and Rel ated Structures i n  1 8th 
Centu ry Engl and , 1 1 The VaPied Pattem: Studies in the 18th Century , eds . 
Peter Hughes and Dav i d  Wi l l i ams (Toronto : A .  M .  Hakkart , 1 97 1 ) ,  p .  1 66 .  



1 69 ) , so a s imi l ar mosa ic  v iew was presented by the 11Cl ub 11 devi ce i n  

the Speatator. 

Speatator 34 prov ides a good exampl e of the 11Cl ub 11 c i rcu i t  or 

round , wi th the Speatator i tsel f as the central object :  

I l ast n i ght sat very l ate i n  Company wi th th i s  sel ect Body of 
Fri ends , who entertain ' d  me wi th several Remarks which  they and 
others hade made upon these my Specul ati ons , as al so wi th the 
vari ous Success which they had met wi th among the i r  several  
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Ranks and Degrees of Readers . WILL . HONEYCOftti tol d: me , i n  the 
softest Manner he coul d ,  That there were some Lad i es ( but for your 
Comfort , says WILL . ,  they are not those of the mos t Wi t )  that were 
offended at the L iberties I had taken wi th the Opera and the Puppet­
Show ;  -That some of them were li kewise very much surpri z ' d  that I 
shoul d th ink  such serious Poi nts as the Dress and Equi page of 
Persons of Qual i ty,  proper Subjects for Rai l l ery. 

He was go i ng on , when Si r , ANDREW FREEPORT took h im  up short , 
and tol d  him,  That the Papers he hi nted at had done great Good 
i n  the City , and that al l their  Wi ves and Daughters were the 
better for them:  And further added , That the whol e Ci ty thought 
themsel ves very much obl iged to me for decl aring my generous 
I ntenti ons to scourge Vice and Fol l y as they appear ,i n a f'tl l ti ­
tude , without condescendi ng to be a Publ i sher of parti cul ar 
I ntri gues and Cuckoldoms . In  short , says Si r ANDREW , i f  you 
avo id that fool i s h  beaten ·  Road of fal l i ng upon Al derman and 
Cit i zens , and empl oy your Pen upon the Van ity and Luxury of 
Courts , your Pape� must needs be of genera l Use . 

Upon th i s  my Friend the TEMPLAR tol d S ir  ANDREW , That he 
wonder ' d  to hear a Man of h i s  Sense tal k after that Manner ; that 
the Ci ty had al ways been the Provi nce for Satyr ; and that the 
Wi ts of Ki ng Charle's Time j ested upon nothi ng el se duri ng h i s  
who l e  Rei g n .  He then shew ' d ,  by - the exampl es of Horaae, Juvenal, 
Boileau , and the best Wri ters of every Age , that the Fol l i es of 
the Stage and Court had never been accounted too sacred for 
Ridi cul e ,  how great soever the . Persons mi ght be that patroniz ' d  
them . But after al l ,  says he , I th ink  your Ra i l l ery has made too 
great an Excurs i on ,  i n  attacki ng several Persons of the I nns of 
Court ; and . I do not bel i eve you · can shew me any Precedent for 
your Behav i our i n  that Particul ar . 

� good . Friend Si r ROGER DE COVERLY , who has said  nothi ng al l 
th i s  wh i l e , began h is  Speech wi th a Pish ! and tol d us , That he 
wpnder ' d  to see so many Men of Sense so very seri ous upon Fool er­
i es .  Let our good Fri end , says he� attac k every one that deserves 
i t :  ' I woul d only advi se you , Mr . SPECTATOR , applying h imsel f to 
me , to take Care how you medd le  with Country Squi res : They are the 
Ornaments of the Engl i s h Nati on ; Men of good Heads and sound 
Bod i es !  a·nd l et me tel l you , some of them take · i t  i l l  of you 
that you mention Fox-hunters with so l i ttl e Respect . ' Captai n  SENTRY spoke very sparingly on th i s  Occas ion . What he 
sai d  was only. to commend my Prudence i n  not touch i ng upon the Army, 
and advi sed me to conti nue to act di screetl y i n  that Poi nt.  



By th i s  Time I found every Subject of my Specul ati ons was 
taken away from me ' by one or other of the Cl ub ;  and began to th ink  
my · sel f i n  the Condition of  the good Man that had one Wife who 
took a Di s l i ke to h is  grey Hai rs ,  and another to h i s ' bl ack, ti l l  
by thei r picki ng out what each of them had an Avers i on to , they 
l eft h i s  Head al together bal d  and naked . (I ,  1 42-1 43) 
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We can see here how Addison and Steel e poi nt out that how somethi ng 

l ooks and what sort of react ions i t  cal l s  forth depend a great deal on 

the poi nt of view from wh ich i t  i s  seen . So wh i l e  the poi nt of view of 

Mr . Spectator might predomi nate i n· the spectatOP , and wh i l e  his  view 

mi ght very wel l have coi nci ded with that of the vast majori ty of h is  

readers , the use  of the "Cl ub" dev ice poi nts up that i t  was not the 

only v iewpoint,  that others d id  exi st,  and that, i ndeed , val ue or l ack 

of va l ue of someth i ng had very much to do wi th i ts va l ue i n  the mi nd of 

i ts behol der .  

One expl anati on of  thi s  shift i n  perspecti ve coul d be  that the 

worl d order--the shared �ths--of the renai ssance had d i ssol ved , l eavi ng 

the vi ewer i ncapabl e  of seei ng the object as a whol e .  Wi th si ngl e ,  

whol i stic meani ng no l onger poss i bl e ,  each man brought h i s  own meani ng 

to bear on i t ,  as symbo l i zed by the vari ous v iewpoi n ts al ong the pic­

tori al circuit or cl ub round { Paul son , p . .  l 69 ) . Thi s possi bi l i ty 

thus bri ngs up another aestheti c  probl em the spectator had to deal wi th . 

The unique arti stic potential i ties of the s i ngl e fol i o  hal f­

sheet of pri nted paper had not been expl oi ted before the time of the 

TatZer and spectator; i ndeed , the pri nted fol i o  hal f-sheet had no 

l i terary· character at al l except when used for a broads ide bal l ad ,  

the l owest l i terary genre . By the time the spectator d i d  appear , the 

s i ngle  sheet was fi rmly establ i shed i n  the publ i c  mind as a journal i sti c 

medi um; so another probl em that faced Addi son and Steele  was how to 
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adapt an establ i s hed journal i sti c medi um to handl e what was essenti al ly 

a l i terary tas k  { Ki nsl ey ,  486-487 ) .  

Obv i ously , the sol uti on was to d i scri mi nate between the advantages 

and d i sadvantages of the fol i o  hal f-sheet format and then to des i gn 

the ir  journal i st i c  l i terature , the i r  peri od i cal essays , so as to uti l i ze 

the advantages whi l e  escapi ng the di sadvantages { Ki ns l ey ,  490 ) . One 

qual i ty that the news paper format offered was a presentati on of the 
' 
I 

d i sconti nuous vari ety and i ncongrui ty of everyday l i fe through i ts 

j uxtapos i ti on i ng of random news i tems on a page of pri nt--a  presentation 

ana l agous to that of the pi ctorial  ci rcu it  or c l ub round--whi ch form�d 

a mosa i c  of the commun i ty { Mcluhan , Media , p .  207 ) . " The press , "  states 

Mc luha n ,  11 i s  a dai ly ficti on or th i ng made ,  and i t  i s  made out of j u st  

about everyth i ng i n  the communi ty .  By the mosa i c  format ,  i t  i s  made 

i nto a commu�al image or cross-secti on " (Media , p. 2 1 2 ) . 

Through the "c l ub-round '' dev i ce and by the j uxtapos i ti on of a wi de 

vari ety of subj ects i n  the i r  seri es of da i l y essays , Add i son  and Stee l e  

used the journal i sti c mosa i c  to create such a communal image o r  cross-

secti on . Si nce the jo4rnal i st i c  mosa i c  hel ped to break up  the conti nuum 

of l i near art and narrati ve and th us al l ow the pos s i b i l i ty of ci nemat ic  

montage to emerge ,  ei ghteenth-century wri ters who worked i n  or were 

exposed to j ournal i sm were natural ly attracted to and empl oy�d the 

retraci ng and reconstruct i on pri nci pl e of art d i scl osed by montage .  

Forward montage yie lds  narrati ve ,  wh i l e  backwa rd i t  reconstructs events 

and g i ves ana lys i s ;  arrested , montage consti tutes mosai c ,  i n  thi s case 

the l andscape or pri ntscape of the press ,  the coexi stence of al l aspects 

of communal l i fe . 1 1  

1 1  Mcluhan ,  II Joyce, Ma 1 1  arme and the Press , I I  MaLuhan: Hot & CooZ 
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It i s  thus a pri ntscape of London and . i ts envi rons that i s  pre­

sented i n  the SpectatoF. spectatoF 1 01 contai ns a descri pti on of the 

peri odi cal  as i t  might be wri tten by a future h i stori an : after sketch i ng 

briefly Mr . Spectator and a few members of h i s  c i rc l e ,  
.
the h i stori an 

notes that "as for [Mr . Spectator ' s ] Specul ati ons . . .  we sti l l  under­

stand enough of them to see the Di versi ons and Characters of the EngLish 

Nati on at hi s Time .  " { 1 ,  425 ) . Further on , i n  Spectator 435 ,  

Addi son states that 

Most of the Papers I g i ve to the Publ i ck are wri tten on Subjects 
that never vary ,  but are ever fi xed and immutabl e .  Of th i s  k i nd 
are al l my seri ou s  Essays and D i scourses i but there i s  another 
Sort of Specu l ati ons , whi ch I cons i der as Occass i onal Papers , 
that take the i r  Ri se from the Fol l y ,  Extravagance , and Capri ce of 
the present Age . For I l ook upon my sel f as one set to watch 
the Manners and Behav i our of my Contrymen and Contemporaries , and 
to mark down every abs urd Fash i on ,  r id icu l ous Custom, or affected 
Form of Speech that makes i ts appearance i n  the Worl d ,  during the 
Course of these my Specu l ati ons . { IV , 27 ) 

I ndeed , a mosaic  of London � s  vi vidly rendered i n  the spectator. 

The routi ne of the members of c offee-houses and c l ubs  wi th thei r news 

s heets and debates are a l l pi ctured and commented upon . Theaters ,  

actors and performers , churches , shi ps and s h i p  traffi c o n  the Thames 

are topics  that s i t  s i de-by-s i de in the Spectator. There i s  the outer 

image of a "bl i nd "  beggar thri fti ly  mendi ng h i s  stocki ngs wi th a needl e 

and thread wh i l e  a " l ame fel l ow" bri ngs h im  a pot of a l e ,  and the i nter 

image of St . Paul ' s  as a "huge mi s- shapen Rock, "  hol l owed out and made 

regul ar by " Industri ous " nati ves, prov ided by Ki ng Sa Ga Yean Qua Rash  

Tow . Here too are the gravel pi ts at Kensi ngton , second-hand dresses 

hang i ng i n  Long Lane , a tub of al e set abroach at Parson ' s  Green , 

ed . Gera l d  Emanuel Stearn { New York : Di a l  Press ,  1 967 ) , 1 42 .  Repri nted 
from The Sewanee Revi6bJ { Wi nter,  1 954 ) . 
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weddings at St. Pancras in the Fiel ds ,  executions at Smithfiel d ,  term­

time at Westminster Hal l ,  screens and sets of hangings for sa l e  in St.  

Paul ' s Churchyard , Mr. Boul  's auction in "Shandois-street , "  and the auc­

tion of pictures in Convent Garden , el ephants at Barthol omew Fair , 

l ions at Hay Market , bears at Hockl ey-in-the-Hold  and Hol born. 

But that is by no means a l l .  Peopl e of a l l kinds make an appear­

ance : the directors , secretaries , c l erks of The Bank ; an "honest" 

tradesman and a haberdasher in Cheapside , a dancing-master in The City , 

a pl ayer in Convent Garden , the "gl adiators " of Hockl ey-in-the-Hol d ,  

a mannish equestrienne in Hyde Park , beggars and stationers in Lincol n's 

Inn-fiel ds , a fortune tel l er in Moorfiel ds , an eminent banker in 

Lombard Street , the fishmonger in The Strand , a gay gentl eman of The 

Templ e ,  a young rake of the Inner Templ e ,  "Mohocks" in Fl eet Street , 

Drury Lane , Norfolk  Street and The Templ e; quack doctors in Barbica n,  

Drury Lane , Hanmersmith and Russel l Court; "Vainl oves" and "Sil k­

Worms. " Landmarks are described: Bed l am ,  the Custom- House , the Roya l 

Exchange, Ludgate Prison , Whitehal l ,  the Workhouse , St. Barthol omew's , 

Chel sea and Bridewel l  Hospita l s ,  duel ing pl aces at Barn El ms ,  Hyde 

Park and behind Montague House . Beyond the town , the speatator a l so 

managed to depict somethin g of the sport , su perstition and comedy in the 

ol d-fashioned socia l l ife of the country gentl eman . 

1\l l of these images the Speatator arranged in a sequence of 

associations , l ogical  or at random , that col l ectivel y provide a mosaic 

or even cross-section of the community in which it existed. Bacon 

might have seen his worl d as a book , but Addison and Steel e saw theirs 

as a journal istic mosaic , a printscape or "actua l ized rea l ism" which Karl 

Capek discovered to be "the ontol ogical  system of newspapers [which was 
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i tsel f] eternal ly  express i ng new real i ti es in  a stabi l i zed and unchangabl e  

form . " 1 2  

Mcluhan has poi nted out many Urnes the s i tuati on where i n  ol d 

medi a  of communi cation  become the content of new medi a; 1 3  i n  thi s  case ,  

speech , both wri tten and oral , becomes the content of  the  pri nt medi um 

of the speatatoP . The two modes of compos i t i on spoken of i n  number 435 

and anal yzed agai n i n  more detai l i n  SpeatatoP 476 , i . e . ,  the 11 Serious " 

essay and the 1 10ccas i onal 11 l oos e d i scourse , back up  th i s  contenti on ; 
! 

and though Mr . Spectator goes on  to poi nt out the meri ts that the 

seri ous , more trad i t i onal and rati onal , compos i tion  has over the "wi l d "  

essay,  h e  nonethel ess admi ts that h e  h i msel f uses both ( I V ,  1 86 ) . 

He says i n  speatatoP 249 th�t the l oose and free essay i s  the 

mode of compos i ti on he uses "when I make a Choi ce of a Subject that i s  

not been treated by others . . .  " ( I I ,  465) . Further on , SpeatatoP 476 

observes that ord i nary conversation wanted method as bad ly  as d i d  

wri ti ng : " I , "  sta tes Mr . Spectator , "who hear a thousand Coffee-house 

Debates ' every Day, " note that there " i s  not one Di spute i n  ten wh ich  

i s  managed i n  those School s  of Po l i ti cks , where o f  the three fi rs t  

Sentences , the Ques ti on i s  not enti rel y  l ost11 ( IV ,  466) . I n  speatatoP 

46 , Addi son goes i nto some detai l on  Mr.  Spectator • s  method of compos i ng 

the l oose essay ,  wh i ch cons i s ts fi rs t i n  taki ng ·nates on overheard 

conversati ons , on correspondences and observati ons , i n  a sort of l oose 

1 2  
Capek , In Praise of NewspapePs , trans . M .  a nd R .  Weathera l l 

( New York : Arts , 1 951 ) ,  p .  1 2 .  C i ted i n  Mcluhan , " Mal l arme ,  .. 1 34 .  

1 3Nati onal As soc i ation  o f  Educati onal Broadcas ters , " Report on 
Unders tandi ng  Medi a , "  consul tant Marshal l  Mcluhan ( June 30 , 1 960) , 
p .  1 4 .  



shorthand whi ch only he could deci pher, and then, secondly, i n  tran­

scri bi ng and organi zi ng them so that the questi on would not be lost i n  

the fi rst three sentences { 1 ,  1 96 ) . The 11o ccasi onal11 essays i n  the 

spectato�, thu s, were i n  one sense at least an attempt to render the 

everyday conversati o n  of Londo n vi sually i n  pri nt . 

B ut casual conv ersati o n  i s  not the only mode of speech used by 
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a commu ni ty; formal di scou rse, essenti al for scho larshi p ,  sermons, 

ceremo ni es, debates i n  parli ament and the l i ke must also be represented 

i n  a commu nal i ma ge.  Therefore, when deali ng wi th such great topi cs 

as morali ty, aestheti cs, phi losophy-- subjec ts, i n  other words, already 

treated by o thers-- the spectato� uses a more rhetori cal or tradi tio nal 

mode of composi ti on. To thi s end, Mr. Sp ectato r i n  number 491 speaks 

of runni ng from book to book, searchi ng fo r stori es whi ch i llustrate 

hi s thi nki ng, i n  order to di scov er 11 the Truth for whi ch there i s  good 

Authori ty11 { IV ,  240) . But whether occasi onal or formal, the content 

of the� spectato� _ consi sted of the older medi u m  of speech, and i ts 

i nclusi on i n  the peri odi cal allo wed the spectato� to form a comprehensi ve 

commu nal i ma ge. 

As a grou p confessi onal form the press prov i des a mosai � or 
,. 

co llec ti ve i ma ge that commands deep commun al parti ci pati on { Mcluhan, 

Media , pp . · 205 ,  21 1 ) .  Besi des the i nadvertant o r  acci dental parti ci ­

pati o n  provi ded throu gh reader- i denti fi cati o n  wi th persons, places o r  

si tuati ons that mi ght be di scussed i n  a gi ven essay, the spectato� also 

obtai ned part of the necessary parti ci pati o n  through i ts use of letters , 

bo th spuri ous and real . spectato� 1 annou nces that the p eri odi cal 

would pu bli sh all corr espondence 11 as may contri bute to the Advancement 

o f  the Publi ck Weal11 { 1 ,  6 ) .  spectato� 37 rev eals that Mr. Spectator 
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vi ewed the opi n i ons of h i s  correspondents seri ous l y  and that he con­

s idered the i r  thoughts before offeri ng h i s  own opi n ion on d i ffi cul t 

topi cs ; speatator 1 6 ,  46 , 271 and 442 i nd i cate that Mr . Spectator 

regul arly made use ,  ·ei ther parti al ly  or whol ly,  of l etters from readers 

i n  h i s own papers . Ki ns l ey notes an i nteres ti ng phenomenon : so  c l ose 

was reader- identi fi cati on wi th Mr . Spectator that  a l mo s t  a l l of the rea l 

l etters sent to the speatator· not only were wri tten i n  remarkably cl ose 

i mi tati on of the styl e whi ch Add i son and Stee l e  used i n  compos i ng 

spuri ous l etters but al so us ual l y  bore the same· purpose ,  i . e . , the 

reformation of moral s ,  and had the same tone , i . e . , gently sati r i c , 

as tha t  of Mr . Spectator h i msel f  ( Ki ns l ey,  483 ) . No doubt th i s  pheno­

menon i s  parti a l l y  the resul t of the ord i nary typographi c man • s  i dent i­

f icati o n - wi th and thus i mi tati on of the archetypal typograph i c  man 

embodi ed by Mr . Spectator,  but thi s  s i tuati on may a l so  be a case of 

audi o-tacti l e  ( s peech ) i n_vol vement or parti c i pat i on brought about by 

the nature of pri nt as  11 a  HD v i s ua l "  medi um-- a  Mcluhan des i gnat ion wh i ch 

means that pri nt,  because of the h i gh defi ni ti on of  the vi sual sense 

structura l l y i nherent in the medi um ,  forces a h i gh degree of reader 

i nvol vement or "subj ecti ve compl eti on" i n  senses of l ow defi n it i on i n  

the medi um ,  i n  th i s  case the audi o-tacti l e  or  spoken word . l 4 The 

speatator , bei ng as i t · was the embl em of pri nt , woul d natura l ly  el i c i t 

a h i gh degree of audi o-tacti l e  s ubject i ve comp l etion or communal 

parti c i pati on vi a s peech . Readers were further i n vo l ved _ i n  the per iod i ­

cal by the pract i ce of  u s i ng the speatator a s  a k i nd o f  bul l et i n  board , 

wherei n one reader cou l d  1 1post" a message to another { Ki ns l ey ,  493-

1 4NAEB Report , p .  1 6 .  



494 ) . The Spectator acknowl edged i ts readers • i nvol vement i n  numbers 

21 5 and 555 , wh ich pay tr i bute to the 11many unknown hands 11 who contr i ­

buted to the compi l ati on of  the per i od i cal . The end effect of th i s  

di rect communal  part i ci pati on i n  the Spectator was that the rol es of 

reader and wri ter became vi rtual ly  i nd i sti ngu i s habl e ;  the anonymi ty i n  

whi ch Mr . Spectator cl oaked h imsel f actual ly reveal s h i s  catalyti c 

functi on ,  for the reader of h i s  words was thu s i n  i gnorance as to 

whether he  was readi ng the vi ews of Mr. Spectator ,  h i s  ne i ghbor , a 

stranger , or pos s i bly even h imsel f ( Ki nsl ey ,  483-484 ) . 
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In number 1 24 ,  Mr . Spectator contrasts the des i gn and nature of 

h i s  peri odi cal wi th that of the book ,  saying that the Spectator cou l d  

trave l further and fas ter than cou l d  a book , .coul d fi t i nto the 1 1 Nooks 

and Cranni es of the fashionabl e Mi nd1 1  where no book cou l d  poss i b ly  fi t 

( I ,  505 ) . However , though the Spectator had the l ook and fee l of a 

work of journal i sm, there i s  no escapi ng that i t  was i ntended to be 

a work of l i terature , that i ts p1.1rpose was l i terary , and that such  

i ntents and purposes are tradi ti ona l ly conveyed by the book form . 

A l i terary i ntenti on i s  fi rs t decl ared i n  Spectator 1 0 ,  where 

i s  found the wel l - known pronouncement that the Spectator woul d bri ng 

11 Ph i l osophy out of the Cl osets , and L i brari es ,  School s and Col l eges , to 

dwel l in Cl ubs and Assembl i es ,  at Tea-Tabl es , and Coffee- hous es . . 

( I ,  44 ) .  By 11 Ph i l os ophy 11 the Spectator meant many ki nds of knowl edge 

and wi sdom , from moral s to fash i ons , and on many matters . In  fact ,  

i t  conveyed to i ts readers the very best thought of  i ts time , and 

Samuel Johnson was ab l e  to g i ve i t  cred i t  for the h i gh standard of 



1 1General Knowl edge which now circul ates in  conrnon talk • . .  
.. 1 5  In 

Spectator 58, the i ntention announced i s  the bani shment of vice and 

i gnorance ; number 245 wi shes to gi ve readers an i ns i ght i nto the ways 

of men; the revi va 1 of the 11A 1 1  egori ca 1 Way 11 of wri t ing i s  proposed 

i n  Spectator 501 ; number 525 speaks of restori ng the 11proper i deas of 

th i ngs . .. Per i odical l y  the spectator even revi ews i ts pl ans and i nten-
. 1 6  tions i n  a sort of runni ng account of i ts successes and fai l ures. 
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None of these subsequent el aborati ons, however , confl i ct w i th the pur­

pose the Spectator i nit i al l y  set for i tself ,  which was to be a reposi­

tory of non-topi cal knowl edge-� i n  other words, to be a wor k of l i terary 

art. 

In th is sense , then , the spectator was a book even when i ssued 

i n  penny sheets ; and i t  was i n  truth a book when i t  was co l l ected i nto 

vol umes. As such it  is  an extension of the vi sual facul ty, and thus 

emphasi zes perspecti ve and poi nt of v iew (Mcluhan , Media , p .  172) . It 

al so has a confessional character i n  as much as i t  conveys the authors ' 

i nner thoughts to the outer worl d,  creati ng the effect of an 11 i nside 

story . . . From the standpoi nt of medi um,  then , the pri nted book can be 

defi ned as 1 1a pri vate confess ional form that provi des poi nt of view 11 

(Mcluhan , Media , p. 204) . 

But engagi ng a journal istic  cart to carry a l i terary l oad pre-

sents certai n  probl ems. As Karl Capek has said, "The ontol ogical system 

of newspapers i s  actual i zed real ism: what i s  just now exi sts [emphasi s  

1 5James Boswel l ,  Life of Samuel Johnson , ed . George B. Hi l l  and 
L. F .  Powel l (Oxford: Cl arendon Press , 1 934 ) , 4 ,  21 7, n4. 

1 6  . 
s 262, II , 5 1 6-520 ; s 409 , III, 530 ; s 455, IV, 27-28 . 
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added] l i terature i s  the express i on of ol d thi ngs i n  eternal ly new 

forms , wh i l e  newspapers are eternal ly  express ing  new real i ti es i n  a 

stabi l i zed and unchangabl e  form11 ( see note 1 3 ) .  The mosa i c  real i sm of 

the newspaper effects a compl ex and many- l evel ed group awareness and 

part ic i pati on wh i ch the book had never been abl e to ach ieve . The press ,  

therefore , exprsses a col l ecti ve and communal i mage and assumes qu i te 

natura l ly a pos ture of oppos i tion to pri vate i nterests and mani pul ati on . 

Thus the book reader and wri ter fi nd thei r private and fragmentary po int  

of vi ew natural  ground for hosti l i ty toward the press w i th i ts b i g  

c011111unal powers . 11As medi a , 11 Mcluhan observes , 1 1the book and the 

news paper seem to be as i ncompati b le  as any two med i a  coul d be11 (Media , 

p .  2 1 6 ) . Not wi thout careful cons i derati on , then , coul d Addi son and 

Steele  s ubvert the fundamental i ncompati b i l i ty of the news paper and 

the book . 

But Addi son and Stee l e  apparentl y d id  cons i der carefu l ly th is  

probl em . By way of  i l l ustrati ng thei r sol uti on to  it ,  Theal l notes that 

Mcluhan • s  The Gutenberog GaZa:x:y has 1 1affi ni ti es w i th s urreal i sm and 

dadai sm on the one hand , and gl oss , margi nal i a ,  ·and i l l umi nati on on 

the other , .. and thus i ts form s hows 1 1the way that the Mcluhanesque 

method marri es the present to the past 11 ( p .  · 24 ) . S imi l arly , Add i son 

and Steel e crossed the j ournal i sti c format w i th the book form and con­

ce i ved the periodi c essay , thereby homogeni zi ng the d i vers i ty of pri nt  

forms and 11 temperi ng  animos i ti es ,  . .  says Haro l d  Inn i s ,  i n  the  process of 

mak i ng the newspaper 1 1 a  puri fyi ng and constructi ve force · of val ue to 

the d i vi ne and the ph i l anthropi st as we l l  as the pol i ti c i an . .. 1 7  

1 7 Inn i s ,  The Bias of Communication ( Oxford : Oxford Un i v .  Press , 
1 951 ) ,  p .  1 45 .  Quoted i n  Theal l ,  p .  38 . 



Or ,  as Mr . Spectator put i t :  

as I am very sens i ble  my Paper woul d l ose i ts whol e Effect , 
shoul d i t  run i nto the Outrages of a Party , I shal l take care 
to keep cl ear of every th ing whi ch l ooks that Way • . If I any way 
assuage pri vate · Infl amati ons , or a l lay Pub l ick  Ferments , I shal l 
apply my se l f  to i t  with my utmost Endeavours : but wi l l  never 
l et my Heart reproach me , with havi ng done any thing towards 
i ncreasi ng those Feuds and An imos i ties that exti n9u i sh Rel i g i on ,  
deface Government ,  and make a Nati on mi serabl e .  (S 1 6 ,  I ,  72-73 ) 
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Th is temperi ng ·effort cl imaxes i n  the persona of Mr. Spectator who, as 

the archetypal typograph ic  man , renders al l the worl d i nto homogeni zed 

notes of equi tone pr9se .  

To understand better the un i que bri l l i ance of Add i son and Steel e 

i n  mani pul ati ng thei r medi a ,  we mi ght contrast the spectator with one 

of i ts ostens i bl e  fol l owers , the Rambler by Samuel Johnson . Whi l e  

general ly consi dered to be a work of the peri od ical essay genre whi ch 

. Addi son and Steele founded , the Rambler di d not achi eve , i ndeed , pos­

s i bl y  di d not even recognize,  the fi ne bal ance of med ia  characteri stics 

so fundamental to the success of the Speatator .
1 8 

The Ramb ler essays 

appeared i n  the ·journa l is tic format of the s i ngl e sheet for busi ness 

reasons more than aesthetic  ones ; i t  never attempted to reconci l e  the 

character of the press wi th that of the book-- i . e . , journa l i sm w ith 

l i terature . The Rambler di d not empl oy a mosa i c  format i n  as much as 

the topics cons i dered were restri cted to those of moral i ty ,  rel i gi on ,  

and cri ti ci sm ,  nor d i d  i t  attempt to provide a communal image or cross -

section through topical  references , as Johnson h imse l f  decl ares i n  

Rambler 208 : 

I have never compl i ed w ith temporary curios i ty ,  nor enabl ed 
mY readers to di scuss the topi ck_ or the day; I have rarely 

1 8Ed . ,  W .  J .  Bate and Al brecht Strauss , Yal e  edi ti on of the Works 
( New Haven : Yal e  Uni v .  Press , 1 969 ) , 1 1 1 ntroducti on , 11 I I I ,  xxxi i .  



exempl i fi ed my asserti ons by l i v i ng characters ; i n  my papers , 
no man woul d l ook  for censures of h i s enemi es , or prai se of 
hi msel f; and they onl y were expected to peruse them , whose pas ­
s i on l eft them l eisure for abs tracfgd truth , and whom vi rtue 
coul d pl ease by i ts naked d i gni ty .  

W .  Hal e Wh i te i l l ustrates j u st how al oof the Ramb ler was from the 

commun i ty :  

The Ramb ler ta kes but l i ttl e noti ce of publ i c  topi cs . I t  has 
noth ing to say about th e earthquakes wh ich i n  March and Apri l 
of 1 750 , fri ghtened London out of i ts senses , when peopl e of 
fas h i on l eft i t  and sat i n  the i r  coaches on the open roads . .  
The Bi shop of London charged . . . [that] they were a j udgment 
on the i nfi del l i terature of the age , on the b las phemy in the 
streets , . . .  and l a stly on the i ncrease of Popery . The 
fi rst number of the Ramb ler , publ i s hed when the Bi shop was 
st i l l  soundi ng the epi scopal trumpet,  was an apol ogy for 
i s su i ng the Ramb ler i n  parts ; the second was a medi tati on 
on the common weakness of anti c i �8ti ng the future , and th e 
thi rd was an essay on cri ti c i sm .  

As further i nd icati on of  non- i nvol vement w ith the commun i ty ,  the 

Rambler al l owed very l i ttl e opportuni ty for communal part ic i pati on . 

Th ere was none of the spectator 's el aborate mani pul ati on of real and 

spuri ous l etters or the bul l eti n function  that created at l eas t the 

i l l us i on of communa l i nvol vement ; the l etters of the Rambler were 
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. for the most  part used on ly  to g i ve di vers i ty to the moral i nstructi on 

of the paper . And due to i ts fa i l ure to recog nize  the aestheti cs of 

pri nt , the Rambler effected only mi n imal invol vement v i a  i ts medi um .  

Nei ther was Mr . Rambl er devel oped or uti l i zed to the extent or 

for the purpose Mr . Spectator was ; so entranced , in fact , was the publ ic  

wi th the moti f of the spectator , that Johnson fel t  compel l ed i n  an  

1 9sate and Straus s ,  Rambler , V,  3 1 6 .  Al l further c i tati ons to 
th i s  source . 

20Wh i te ,  11 Preface , 11 to Se lections from Dr. Johnson 's 'Ramb ler ' 
( Oxford : Cl arendon Press , 1 907 ) , xv . 
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early i ss ue to answer c
_
ri ti c i sm t�at h i s Ramb �zo was not more l i ke i ts 

predecessor. He s tates i n  number 23 : 

Some [cri tics]  were angry that the Rambl er d i d  not , l i ke the 
Spectator ,  i ntroduce h imsel f to the acq uai ntance of the publ i c k ,  
by an account o f  h i s  own b i rth and stud ies , and ennumeration 
of h i s  adventures , and a descri pt i on of phys i ognomy . Others soon 
began to remark that he was · a sol emn , seri ous , d i ctatori al wri ter, 
wi thout . s pri ghti ness or ga i ty ,  and cal l ed out w ith vehemence for 
mi rth and humour .  Another admon i shed him to have a speci al eye 
upon the various cl ubs of th i s  great ci ty ,  and i nformed h i m  that 
much of the Spectator ' s  v ivaci ty was l a i d  out upon such assem­
bl i es .  He has been . censured for not imi tat i ng the pol i teness 
of h i s  predecessors , hav i ng h i ther to neg l ected to take the l ad i.es 
under hi s protecti on,  and g i ve them rul es for the j ust oppos i t i on 
of col ours , and - the proper d i mens i ons of ruffl es and p i nners . 
He has been requ i red by one to fi x a parti cu l ar censure upon 
those matrons who pl ay cards wi th spectacl es . ( I I I ,  1 28- 1 29 )  

So strong was the i nfl uence and i mpressi on o f  Mr . Spectator on 

the publ i c  that Mr . Rambl er was expected to be a carbon copy of h i m ,  

even down t o  the subjects of h i s  d i scourse . He i s ,  i n  fact ,  very ·much 

l i ke Mr . Spectator i n  some ways ; for i nstance , both Mr . Specta tor and 

Mr . Rambl er have qua l i ti es of al oofness and personal detachment .  But 

Mr . Spectator , by vi rtue of h i s  typograph ic  consti tut ion ,  al l ows the 

energy and force of h i s  character to be transferred to the paper ; 

l i teral ly ,  he 1 1 pr i nted h i mSel f out . . . Thu s ,  al though Mr . Spec tator 

remai ns detached , the ag i l i ty ,  ubi qu i ty,  and conveni ence of h i s  s ub­

stance--i . e . , the materia l  sheet of paper on which  he  exi s ts--al l ows h i s  

aud i ence to become cl osel y . i nvol ved w i th him ( Ki ns l ey ,  402 ) i n  a way 

that they d id  not wit�  Mr . Ramb l er .  And i n  th i s  characteri st ic  Mr . 

Spectator  seems remarkab ly s i mi l ar to Mr . Addi son : 

Add i son ,  rather than seek i ng to demonstrate h i s d i stance from 
the mass whi ch he mi n i sters to , seeks to efface i t ; for al l h i s  
promoti on o f  the ' Spectator • i mage , h i s vi ew of h imsel f i s  that 
of parti c i pant , not sage . The identi ficati on w i th the mass  i s  
never compl ete , of course , and we never forget that Add i son and 
h i s  im i tators represent , i n  the i r capaci ty as • secul ar archb i shops , •  
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as vi ab le  an el ete as the eighteenth century ever had . But one 
has _ only  to imagi ne the Addi soni an formul as-- ' ! , '  ' they , • ' certai n 
young gentl emen , '  and ' for my part ' - � i n  the prose of,  say ,  the 
judic i ous Hooker or Johnson to recogn i ze how i ncongruous they 
wou ld  seem there and to recogni ze how congeni al to the mass the 
Addi sonian el i te had sought to become . { Stevi ck , 1 73 )  

I n  other words , by marryi ng the mosai c techniques of the press 

wi th the si ngl e poi nt of vi ew of the boo k ,  Add i son and Steel e fuse 

thei r narrator personal i ty wi th i ts mani festati ons i n  pri nt ;  Mr . 

Spectator and the SpectatoP are i ndeed · one { Stev ick , 492 ) . Johns on , . 

on the other hand , · never succeeds i n  equati ng Mr . Ramb l er with the 
. 

. 

\ 

Ramb ZeP , i f  i ndeed he ever attempted such an equat ion , which  i s  doubt­

ful , for Mr . Rambl er throughout the l i fe of the peri odi cal resol ute ly  

represented onl y the si ngl e poi nt of view afforded by the  book and 

never the· mosaic  of the commu n i ty. In th i s  l i ght,  we mi ght unders tand 

why the Ramb ZeP was not successful as a peri od ica l , at best c i rcul at i ng 

nO more than 500 COpi eS per number21 COmpared With  the SpectatoP 'B 3000 , 

but when put i n  book-form , i . e . , when i t  moved fi na l ly i nto i ts 

aesthetical ly  proper med ium, i t  attai ned a wide · popul ari ty and reader­

sh ip  wi th ten ed i ti ons of i t  appear ing i n  J.ohnson ' s  l i fetime al one . 22 

Mr . Spectator cou l d  sati sfy i nsti ncti vely  the taste of h i s  

audi ence wh i l e  i ns i nuati ng h i s  own message a t  the same time { Ki ns l ey ,  

483 ) , and thi s abi l i ty deri ved i n  great meas ure from the understandi ng 

that Addi son and Steel e had of the nature and appl i cati on of pr i nt .  

Not only through the anonymi ty of Mr . Spectator who was h i msel f 

the embod iment of pri nt but al so by means of a communal mosai c reveal ed 

2 1 Bate and Straus s ,  RambZeP , I I I ,  xxi . 

220 .  F .  Chri sti e ,  Johnson the Essayist { New York,  1 925 ) , p .  1 0 .  



in the Bpeotator, · they raised existence to the level of scientific 

and/or poetical intelligibility and conferred on things and persons a 

new mode of existence, an existence in print, which the authors felt 
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helped to perfect them .  Thus the very medium of the Speotator itself 

was brought to bear on reforming its readers, and because these 

readers were predisposed _ to the logic of the medium, they responded 

to its appeal . Mr. Spectator reports of his print-hungry readers that 

nThey read the Advertisements with the same curiosity as the . 
Articles of Public �ews; and are as pleased to hear of a Pyebald 
Horse that is stray ld out of a Field near Islington, as or a 
whole troop that has been engaged in any Foreign Adventure. In 
short . they have a Relish for · everything that is' News, let the 
matter of it be what it �1 11 . 11 (s 452. IV, 92) 

Moreover, the use of juxtaposition that Addison and Steele borrowed from 

the newspaper was refined in the Spectator not just to reform the moral­

ity of the age but to present the age with the universe transcribed into 

a new mode of being that was implicitly intelligible, one by means of 

which each reader could orchestrate for himself a world order or 
. 

. 

mosaic or · emblem based solely on how he saw the various parts of the 

universe fitting together.
23 

11Philosophically, 11 Stevick concludes, 11the entire century 

2lrhis effect is precisely that of the press medium : 
The publi� press presents a kind of group picture or verbal. tele­
photo of the global human community, hour by hour. This image 
is made by means of a collage or assembly of dozens and even 
hundreds of small items much as a wire photo is achieved by means 
of · numerous . dots forming a stippled pattern. 

The make-up of each page must tend toward a selection in order to 
include a very large range · of human interests. The mosaic of human 

· interests thus achieved creates a strong impression of depth and 
· range so that the ordinary reader is quite satisfied that he has 
made a real contact with .the collective life of the community 
under the dateline indicated at the top of the page. (NAEB Report, 
p. 66. 

. 

The speotator presented such a mosaic with the dateline removed, thus 
making its mosaic timel,ss and all-incl usi ve. 



demonstrates a sympathy for what Lovejoy ca l l s  ' rati onal i st i c  ant i ­

i ntel l ectual i sm � � the convi ction that al l i deas can be understood � 
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i f  stated l uc i d ly �  by any rati onal mi nd and the compl ex i ty of argument 

i s  onl y a devi ce of obscuranti sm .  Both soci al l y  and i n tel l ectual ly ,  the 

e i ghteenth-century audi ence was genui nely i n  search of good sense and 

was consequently wi l l i ng to make soc ia l  adj us tments accordi ng  to the 

rhetori ca l  prompti ngs of i ts counsel l ors"  ( 1 73 ) . Pri nt gave to e i ghteenth­

century man a mode of exi stence which promi sed that a l l the uni verse was 

withi n the grasp of h i s  unders tandi ng , and the true measure of the 

extent of th i s  promi se was for the fi rst  time d i scl osed i n  the pages 

of the speatatoP. 



CHAPTER VI  

PRINT AND CI NEMA 

In  the e ighteenth century vi rtual l y  a l l cri ti cs and rhetoric i ans 
1 agreed wi th Al exander Pope that  imagery was fundamenta l to poetry .  

Beyond th i s  poi nt there was bas i c  di sagreement , h owever , most of i t  

stemmi ng from di fferent concept ion o f  v i s i on .  The contenti on l ay 

impl i c i t  i n  Johnson • s  defi n i ti on of v i s i o n :  

1 .  S i ght ;  the facul ty of seei ng .  
2 .  The act o f  seei ng .  
3 .  A supernatura l appearance ; a spectre , a phantom . 
4 .  A dream; somethi ng shown i n  a dream . A dream happens 

to a s l eep i ng ,  a v is i on may happen to a waki ng man . A dream 
i s  supposed natural , a vi s i on mi racul ous ; but they are confounded . 

There were thus two di sti nct and sep�rate noti ons of vi s i on--one was 

that i t  i s  the power of percei v i ng rea l i ty ;  the other was that i t  i s  

the power for expandi ng i t- -and cri ti cs tended to fo l l ow one or the 

other of these two noti ons . 2 

Among arti sti c sens i bi l i ti es ,  the power of percei v i ng rea l i ty 

was �an i fested i n  a concern with  produc i ng meani ng or understandi ng , 

whi l e  the power of expandi ng real i ty o r  of enhanci ng i t  l ed to a con-

cern wi th feel i ng .  Some cri t ics of the century ,  i nc l ud i ng Addi son , 

argued that the proper medi um for a sens i b i l i ty pri mari ly  concerned w ith 

understandi ng was prose , wh i l e  the medi um for feel i ng was poetry ; others , 

often pract ic i ng poets of the per iod ,  showed that both understandi ng  and 

1 Pope , Cor�spondence • • .  , ed . George Shuburn , I I I ,  41 9 ( Oxford : 
Cl arendon ,  1 956-- ) . Dryden , of cours e ,  woul d h ave agreed . See recent 
studi es by Mi ner, Hoffmann et a l . 

2Patri c i a  Meyer Spacks , The Poetry of Vision: �ve Eighteenth­
Century Poets (Cambridge : Harvard· Uni v .  Press , 1 967 ) , p .  2 .  
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feel i ng coul d be expressed i n  poetry al one . These poets argued that 

-poets can produce understandi ng and feel ing  i f  they made "pi ctures"  

endowed with col or and shape : 

If the h i stori an. descri bes a . ri ver , a mountai n,  or a country ,  
h e  ought to menti on chiefly those ci rcumstances , which may make , 
what he  has afterwards to say of them, understood ; but the poet 
must draw a picture of the th i ng .by an enumerati on of such 
parti cul ars , as woul d stri ke the eye or other sense of a person 
present . ln g i vi ng · such ima�es or pi ctures , the great art of 
poeti c  descri ption consi sts . 

Actual ly,  a compari son between poetry and pai nti ng was very easy to 

establ i sh i n  the ei ghteenth century because formal corres pondences 
' 

1 08 

were bel i eved to .�exi st between the two "si ster arts " ;  i ndeed , "de s i gn 

equa l s  pl ot" and "col or equal s words" were common cri ti cal equations 

made between them.  4 As mi ght be expected , ··Add i son subscri bed to th i s  

correspondence too , as seen i n  spectator 5 9 5  where h e  appl i es the 

pi ctori al test to metaphor : l et the reader ,  he  asserts , cons ider 

"Metaphors or Images actual ly pai nted , " for "by th i s  . . •  Ru l e ,  a 

Reader may be ab l e  to judge of the Union of al l Metaphors whatsoever , 

and determi ne which are Homogeneous , and which Heterogeneous ; or to 

speak more pl a in ly ,  which are Cons i stent and whi ch Incons i stent" 

( V ,  36 ) .  Other cri ti cs of the · time agreed with Add i son ; i n  fact , one 

of them , Wi l l i am Wh i tehead , went so far so to say that the " penc i l "  was 

the proper test of every "pi ece of poetry . n5 

3Henry Pemberton , Observations on Poet:ry, Especially the Epic : 
Occasioned by the Late Poem upon Leonidas ( London , ·1 738) , . p . 76 . Quoted 
i n  Chester E .  Chapi n ,  Personification in Ei!jhteenth-Centuzty English 
Poetcy ( New York : Ki ng • s  Crown Press , 1 955 ) , p .  31 . 

4
Renssel aer W .  Lee , "Ut Pi ctura Poesi s :  The Human i stic  Theory of 

Pai nti ng , "  The Art Bul letin , 22 ( 1 940 ) , 202 . C ited in Chapi n ,  p. 32 .  

5Wh itehead , An Essay on Ridicule ( London , 1 7 53 ) , pp . 57-61 : 
Ci ted i n  Chapi n ,  pp . 32-33 . 



Imagery,  thus , was general ly extol led as the 11essence 11 of 

poetry , the 11 Substance11 of a poem , but there were numerous arguments 
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over what consti tuted good or proper imagery .  Those poets and cri ti cs 

adheri ng · to the i dea of vi s i on as a percepti on of real i ty va l ued an 

image that was an accurate and vivi d pi cture ,  almost sci enti fi ca l ly  

preci se i n  i ts rendi ti on of actual i ty .  Others , contend i ng that an 

· image was more than j ust a pi cture _of actual i ty ,  argued that a good 

and proper i mage was a preci se and vi vi dly rendered pi cture of a fi cti on ,  

of some thi ng or bei ng or scene that d i d  not exi st i n  actual i ty {Spacks , 

p .  5 ) . 

But whether the pi cture was rendi tion of actual i ty or of fi cti on , 

the poem to Addi son shoul d i ndeed be a p i cture , preci sely and vi vi dly 

expressed : We can safely say, .. C .  D .  Thorpe concl udes 1 1that, so far 

as we fi nd i t  descri bed i n  i ts purer form, imagi nat i ve pl easure with 

Addison i s  bas i cal ly  rel ated to the p i cture-maki ng functi on of mi nd , .. 

and Addi son regarded the i mag i nati on itse lf  primari ly as a pi cture­

recei vi ng ,  pi cture- retai ni ng ,  pi cture-bui l di n g  factory, i nseparably 

related to aestheti c response. 11 6 He b�l i �ved th�t 11 Beauti fu l descrip­

tions and images are the spi ri t and l i fe of Poetry . "
7 

Th i s  bel i ef deri ved from the Lockean descri pti on of percepti on , 

whi ch asserts that only a few primary qua l i ti es actual ly reside i n  a 

perce ived object and that more numerous secondary -qual i ti es are the 

6
Thorpe , 11Addi son ' s  Theory of the Imag i nation as ' Percept i ve 

Response ,  1 11 Papezos of the Miahigan Aaademy of Saience, Azots and Lettezos 
{ 1 953) , 5 14 ,  522 . Quoted i n  Chapi n ,  p .  3 1 . . 

7Add i son , 11 Essays on V irgi l ' s Georg i cs , 11 Misaellaneous Wozoks , 
ed. Guthkel ch { London,  1 91 4 ) ,  I I ,  4. Quoted i n  Chapi n ,  p .  31 . 



product of the perce i ver ' s  mi nd . The eye i tsel f ,  or phys i cal s i ght , 
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i s  therefore l i mi ted i n  the degree of accuracy wi th which i t  can 

render a pi cture of actua l i ty .  On l y  w i th the a i d  o f  the i magi nati on 

or wi t of the perce_i ver • s  mi nd coul d a n  accurate pi cture of actual i ty 

be made . The di vi s i o n  between cri ti cs and poets centered on the degree 

of imag i na ti ve acti v i ty neces sary for such a rend i ti on ( Spa cks , p. 6) . 

Part of the confusion over the aestheti c  nature of vi s i on or 

i magery can be s een i n  confl i cti ng statements made by Add i s on on th i s  

i ss ue .  On the one hand we fi nd h i m  defendi ng the va l ue o f  the preci se 

i mage of actual i ty achi eved by the camera obscura l andscape : 

I f  the Products of Na ture r i se i n  Va l ue, accord i ng a s  they more 
or l es s  resembl e those of Art , we may be sure that arti fi ci al 
Works rece i ve a grea ter Adva ntage from thei r Resembl ance of s uch a s  
are natural • because here the S i mi l i tude i s  not only pl easant , 
bu t the Pa ttern more perfect . . • . I mus t  confess , the Nove l ty 
of such a Si ght [as a camera obs cura l andscape] may be one Occas i o n  
of i ts Pl easantness to t h e  Imag i nati o n ,  bu t certa i nly t h e  c h i ef 
Reason i s  i ts near Resembl ance to Nature , as . i t  does not on l y ,  

· l i ke other Pi ctures,  g i ve the Col our a nd - Fi gure , but the Mot ion 
of the Th i ngs i t  represents . (s  41 4 ,  I I I , 550-551 ) 

Yet on the other hand we fi nd h i m  suggesti ng tha t  a poet ' s  devi ati ons 

from actual i ty are not only i ne vi tabl e but al so i n val uabl e ,  and th at the 

poet ' s  expansi on of vi sion i s  vi tal to a successful aesthet i c  effect : 

because the Mi nd of Man requ i res somet h i n g  more · perfec t i n  �atter , 
than what i t  fi nds there , and can never meet w i th · any Si ght i n  
Na ture wh i ch s uffici ent l y  answers i ts h i ghest I dea s of Pl �as ant­
ness ; or,  i n  other Words , because Imagi nati on can fancy t� i tsel f 
Thi ngs more Great , Strange , or Beaut i ful , tha n  the Eye ever saw ,  
a n d  i s  sti l l  sens i b l e  of spme De fect i n  what i t  has seen ; on thi s 
account i t  i s  the Part of the Poet to humou r the Imag i n ati on i n  
i ts own Noti ons , by mendi ng and perfecti ng Nature where he 
descri bes a Rea l i ty ,  and by addi ng greater Bea uti es tha n are put 
together i n  Na ture , where he descri bes a Fi cti on . (S 41 8 ,  I I I ,  
569) 

But poeti c  v i s i on i tsel f i s  a s i ng l e  conti nuum of imag i nat i ve 

acti v i ty ,  and underlyi ng i t  i s  the neces s i ty for the poet to al ter 
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actual i ty . i n  h i s very attempt to render i t . I n  The Sister Arts , Jean H .  

Hags trum has traced the tradi ti on o f  l i terary pi ctori al nes s i n  Engl i s h  

l etters from Dryden to Gray , noti ng these contradi ctory statements of 

Addi son regard ing  the aesthet ic  natu re of vi si on .  He s ugges ts that 

Add i son made a further requ i rement of poetry beyond the trad i tional 

abi l i ty to reproduce di rect v i s ual  exper i ence , the requ i rements bei ng 

that poetry shou l d  a l so produce empatheti c psychol og i cal effects . 

For Add i son ,  then , Hagstrum conc l udes , aesthet ic  ·val ue l ay pri mari l y  i n  

nature , and secondari ly i n  the mi nd of  man . 8 I f  we can assume that 

most of the probl ems of pa i nt i ng are al so the prob l ems of poetry--

a safe assumption  for the ei ghteenth century--then Andre Baz i n ' s  

remarks concerni n g  the effect of the camera obscura on the di rection 

of pai nt ing  have a beari ng here : 

The arti st  was now [after the di scovery of  the camera obsc ura 
phenomenon] i n  a pos i ti on to create the i l l us i on of three­
d imensi onal space wi th i n  whi ch  th i ngs  appeared to exi st as our 
eyes i n  real i ty see them . 

Thenceforth pai nti ng was torn between two ambi ti ons : one , 
pri mari ly  aes thet ic , namely the expressi on of spi ri tua l real i.ty 
wherei n the symbo l transcended i ts model ; the other , purely 
psycho l og i ca l , namely the dupl i cati on of the worl d outs i de .  The 
sati sfacti on of th i s  appeti te for i l l us i on mere ly  served to9 i ncreas e i t  ti l l , b i t  .bY b i t ,  i t  consumed the pl ast i c  arts . 

Wi th Addi son , th i s  "appeti te for i l l us i on , " th i s  onto l og i cal 

urge , was sati s fi ed by means of an expanded conception  of the rhetor i cal  

figure and cri ti ca l  noti on of  enargeia , or l i fet i me v i v i dness . Bes i des 

the tradi ti onal v iew · that  l ocated enargeia in the verbal rend i ti on of 

8Hagstrum , The Sister Arts : The Tl'adition of Literapy PictoT'iaZ­
ism and English Poetry from Dryden to Pope ( Ch i cago : Un i v .  of Ch icago 
Press , 1 958 ) , pp . 1 36- 1 37 .  

9Baz i n ,  What Is Cinema? ,  ed . and trans . Hugh Gray , I ( Berkel ey/ 
Los Angel es : Uni v .  of Cal i forn i a  Press ,  1 967 ) , p .  1 1 .  
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natural objects and scenes , Addi son went one step further and sai d 

that enargeia al so ari ses from the process of seeing i tsel f (Hagstrum , · 

pp. 1 37- 1 38 ) . We can see here , then , the reason for the meti culous 

use of medium i n  the spectator , for i nasmuch as pri nt was the empiri cal 

mani festat i on of s i ght i t  al so was i nti mately and essential ly i nvol ved 

i n  sat isfyi ng the ontol og ical urge. But , as Bazi n notes , 

pai nti ng [and ·therefore poetry al so] i s ,  after al l ,  an i n feri or 
way of mak i ng l ikenesses , an ersatz of the processes of 
reproduction [see Fi gures 3,  4 and 5]. Only a photographi c  
lens1 0 can g i ve us the ki nd of i mage of the object that is  
capabl e  of  satisfyi ng the deep need man has to subst i tute for 
i t  somethi ng more than a mere approximation , a k i nd of decal 
or transfer . The photographi c image i s  the object , i tsel f, the 
object freed from the condi ti ons of ti me and space that govern 
No matter how fuzzy , d istorted , or di scol oured , no matter how 
l acki ng i n  documentary val ue the i mage may be, i t  shares , by 
virtue of the very process of i ts becomi ng the bei ng of the 
model of whi ch i t  is the reproducti on; i t  is the model . (p. 1 4 ) 

Wh i l e Bazi n i s  no doubt ri ght i n  asserti ng that on ly photography 

can truly satisfy the on tol ogi cal urge , i t  was preci sely th i s  k i nd of 

photographic  reproduc tion that was the goal of pai nters and poets 

i n  the eighteenth century (see Fi gure 6 );. Certai n ly  we can see 

defi ni te attempts at photographi c  reproduction i n  the engravi ngs of 

Hogarth ; and i n  the spectator, recordi ng al l that Mr. Spectator sees 

wi th h is 11objecti ve11 eye, . we a l so ca n see a man i festati on of such 

reproducti on. And , i n  the case of the spectator , at l east ,  w i th i ts 

al most perfect i ntegrati on of content and form , med i um and message , 

some argument coul d be made that i t ,  too , l ike the photograph i c  image , 

shares the bei ng of the model of which  i t  i s  the reproducti on (Fi gure 7 ) . 

1 0Gray makes this observati on on the translation of the word 
11 Lens 11 : 11Bazi n makes a poi nt of the fact that the l ens , the basi s of 
photography , i s  i n  French cal l ed the ' Objecti f ,'  a nuance that i s  l ost 
i n  Engl i sh "  (Bazi n ,  p .  1 3 ) .  



Michela ngelo Caravaggi<>. THE CALLING OF ST. MATTHEW. Ch,.rch of Sa .. L"igi dri FN�<eesi, 
ROffle 

The i sol ated moment moves us  toward photogra p h i c  
s tress o n  vi sua l  real i sm .  

Darknes s i s  to s pace what s i l ence i s  to sound , 
i . e . , the i n terval . 

No ambi ent l � g ht- -the worl d  �f the proscen i um 
arch and stage l i ghti ng . 

The contrast between l ow  l i vi ng and hi g h  
th i n k i ng-- the Caravag� i o  formu l a .  

11To l i ve wi thout cl oc ks i s  to l i ve forever. 11 -­
R . L . 'S .  Time i s  only :d i v i sibl e i n  v i s ual s pace . 

Fi gure 3 .  Mcluhan p l ate at 

tMars hal l Mcluhan and Harl ey Parker , Th�ugh 
the Vanishing Point : Space in Poet� and Paint­
ing ( New York/Evans ton/London : Harper and Row , 
1 968 ) . Al l s ubsequent fi gures are from ·thi s work . 

__, 
__, 
w 



Toupll Mallord William Tllrur. STEAMER lN .. SNOWSTORM. The National Gallery, undtm 

' 

An augury of the Romanti c s h i ft from the 
p i cturesque scene to the dynam i c s  of proce s s .  

• 1 1 Pa i nt i ng i s  a sci ence . . .  an i nq u i ry i n to the 
l aws of natu re . 11 - -Con sta b l e 

The key to the theme of Ru s k i n ' s  11 i n nocent eye 11 
-- pure d i scovery� Chi l d ' s awa rene s s  as 

11 SCi enti fic 11 probe , a fi del i ty to the natura l  
proces s  of knowi ng and l earn i ng . 

A sl i ght foretaste of l i g ht through • 

• ,.._�- • ·· Previ ew of the spaces of c i nema , j us t  a s  Seurat 
anti c i pates the s paces of TV . 

The strugg l e  of Ameri can educati on to obta i n  the 
freedom and s pontan eity of non vi sual  val ues by 
v i sual b l uepri nts . Compa re the d i l emma of the 
tou r i st attempti n g to enj oy t he wi l dern e s s  v i a  

ra i l , road and p hotography , the excl u s i on o f  a l l 
but the v i sual facu l ty .  

Fi gure 4 .  Mc lu han pl ate b .  

� 
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;�twgiS Sewrat. A SUNDAY AFTERNOON ON THE ISLAND OF LA GRANDE JATT£. TJu Arl J11s1ihill of 
�hicaao 

Pai nting as l i ght source fl i ps vi ewer 
i nto vani shi ng po i nt. 

The Or i enta l moment of reversa l - ­
Seurat prophet of TV. 

Seurat i s  the art ful crum between Rena i ssance 
v isua l and modern tacti l e .  The coal esc ing of 

i nner and outer , subject and object. 

� Seurat , by d i v i si oni sm, ant ic i pates quadr i col or 
reproduction and col or TV. 

Foreshorteni ng as one adjunct of perspective i s  
not rel evant i n  11 l i ght through 11 s ituati on. 

Fi gure 5 .  Mcluhan pl ate c .  

..... 
..... 
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Thomas Gaiouboro11gh. LANDSCAPE WITH A BUDGE. Notional Gallrry of Art, Washingt011, D.C. 

No l eap yet from the bea ut i fu l  to the s u b l i me .  
- - i t  come s a l i tt l e  l a ter . 

A 1 a ke 11Wi l l  appear to mo st advantage when 
approached from i ts ou t l e t ,  espec i a l l y  i f  the 

1 a ke be i n  a mo unta i nous coun try . 11 
- -Word sworth , Guide to the Lakes 

Roman ti c poe ts and pa i n ters offer probes i n to 
the wo rl d of the aesthet i c proce s s . 

The e i g h teenth cen tury wa s dedi ca ted to the 
propos i t i on that tn e ou ter wo r l d  exi s ted to 

end in a p i cture . 

Fi gu re 6 .  Mclu han pl ate d .  
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The bounding l ine above a l l as a counter­
stimu l ant for the senses in an age of jaded 

pictorial ism . 

Bl ake , in this day, wou l d  have preferred the 
comic book to the photograph? 

Perhaps you wou l d prefer a Del acroix 
tiger to this icon? 

Visua l sensory fragmentation scorned . Iconic 
sensory unity used as expl oratory thrust into 

new age . 

B lake 1 s insistence on art as a means of 
perception appears in his own aphorism : 

11 No man can embrace True Art 
Until he has Expl or ' d  and cast out Fal se Art. 11 

Bl ake, the craftsman, fought industria l 
specia l ism and fragmentation, by writing, 

designing and engraving his own works . 

Figu re 7 .  Mcluhan p l ate e .  
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To get an i dea of the ontol ogy of the Spectator 1 1 image , 11 we mi ght 

fi rst contrast i t  w ith an  i mage from the Tatter . He re Steel e descri bes 

the fo l l owing scene at Wi l l  • s  Coffee- hous e :  

A good company of u s  were th i s  day to see ,  o r  rather hear ,  an 
artful person do several feats of acti vi ty wi th h i s  throat and 
wi ndpi pe .  The fi rst th i ng wherewi th he presented us , was a ri ng 
of bel l s ,  wh ich he imi tated i n  a mos t  mi racu lous manner ; after 
that,  he gave us al l the di fferent notes of a pack of ho unds , to 
out great de l i ght and aston i s hment . The company expressed the i r  
appl ause with much no i se ;  and never was heard s uch harmony of 
men and dogs : but a certa i n  pl ump merry fel l ow ,  from an ang l e  
of the room , fel l a crowing l i ke a cock s o  i ngen ious ly ,  that 
he won our hearts from the other operator i n  an i nstant .  As 
soon as I saw him , I recol l ected I had seen him on the s tage , 
and i mmediately knew j t  to be Tom Mi rror, the comi ca l actor . 
He immedi ately addressed to see a vi rtuoso take sati sfacti on in  
any representations bel ow that  of human l i fe ;  and  asked me , 
whether I thought th i s  act i ng of bel l s  and dogs was to be con­
s idered under the notion of wi t ,  humour or  sat ire? • were i t  
not better , •  conti nued he , • to have some parti cu lar pi cture of 
man l a i d  before your eyes , that mi ght inc i te your l a ughter? ' 
He had no sooner spoke the word , bu t he i mmediately quitted h i s  
natura l s hape ,  and ta l ked to me i n  a very d i fferent a i r  and tone 
from what he had used before :  upon which ,  al l that sat near us 
l aughed ; · but I saw no di stortion i n  hi s countenance , or any thi ng 
that appeared to me d i sagreeabl e .  I as ked Pacol et , what meant 
that s udden wh i sper about us ? for I cou ld  not take the jest . 
He answered , ' The gentl eman you were tal k i ng to ass umed your ai r 
and countenance so  exactly, that al l fel l a-l augh ing  to see how 
l i tt le  you knew yoursel f, and how much you were enamoured wi th 
your own i mage . But tha t person , • conti nued my moni tor , ' i f men 
wou ld make the ri ght  use of h im ,  mi ght be as i nstrumental to thei r 
reforming errors i n  ges ture , l anguage , and speech ,  as a danci ng 
master , l i n gui st ,  or orator . You see he l ai d  yoursel f before you 
wi th so much address , that yo u saw noth i ng parti cul ar i n . h i s  
behavi or :  he has so happy a knack of representi ng errors and 
imperfections , that you can bear your fau lts i n  h im  as wel l as 
yoursel f :  he i s  the fi rst mimic that ever gave the beaut ies , as 
we l l  as the deformi t i es ,  of the man acted . T l 

Unl i ke the spectator , the Tatter uti l i zes both vi sua l  and aural 

qual i ti es of experi ence : i n  our verbal pi cture here from the Tatler , 

we can l i tera l ly see the s i gni fi cance of sound . Phyl l i s  Go l dfarb 

1 1 Tatter 5 1 , The Tat ter , I I  ( London:  Bye and Law , 1 797 ) , 4-6 . 
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makes some observa ti ons on the funct i on of sound w i thi n a two-di mens i ona l 

vi s ual · scene th at bear on the fu nct ion of s ound i n  the Tatle� scene : 

There are three bas i c  cl asses { or "uses " ) of c i nemati c . sound : 
spati a l  sound , i deati ona l sound , and mu s i c .  Everythi ng we hear 
fa l l s  i nto one of these categor i es--or is a combi nati on of two 
or three . . Spati al  sounds obey the l aws of rea l  sound . Our 
ea rs pl ace the source of the so und w i th i n  s pace . We ' re not 
l i mi ted aural l y ,  as we are vi s ual ly , by the fl at screen . If the 
sound track of a movi e  accurate l y  conforms to the behavi or of 
na tural sound in spa ce , we rece i ve aural cues wi th wh ich we can 
de termi ne the surround i ngs , d i recti on and d i stan ce of the sound 
source . Th i s  res ul ts i n  a defi ni tion of space . l 2  

In the Tatle� scene , then , we are concerned i n i ti al l y  wi th spati al  

sound : the "ring of bel l s , "  the sounds of the ho und pac k ,  the crow 

of the rooster .  The fact that we do not actual ly hear these sounds , 

as we woul d i n  the soundtrack of a fi l m ,  does not pres en t a rea l 

obstac l e  here , for Lockean psych ol ogy and Addi son i an aes theti cs al l ows 

tha t the i n i ti al percepti on of th e secondary qual i ti es of thi ngs , s uch 

as sound , i s  prov i ded by s i gh t .  Just a s  the mere ment i on o f  a detai l 

or two of dress or i ns i gn i a  wou l d  be enough to stimul ate a more or l ess 

compl ete mental  pi cture i n  the e i ghtee nth-century reade r , l 3  so a mere 

readi ng or " s i gh ti ng " of these sounds i n  the text of the essay woul d 

be s uffi ci ent to set i n  moti on the psychol og i ca l  effects of sound . 

1 2Gol dfarb , ·" Orson Wel l es ' s  Use of Sound , "  Take One , 3 ( Ju l y-
August ,  1 97 1 ) , 1 1 .  

· 

1 3chapi n ,  p .  60 . Cha p i n  a l s o notes that " Some cri tics . .  str_ess the 
des i rabi l i ty of the ful l - formed i mage ; others recog ni ze the estheti c 
val ue of an econorey of detai l as l eavi ng someth i n g for the imagi nat i on 
of the reade r to compl ete " { p .  34 ) . Th i s  d i v i s i on corresponds . to the 
d i v i s i on Mcluhan makes between a "HD" or "Hi gh Defi ni ti on" medi um { a 
ful l - formed image ) and a " LD" or " Low Defi ni ti on "  med i um { an i mage 
wh ich l eaves someth i n g  for the reader to compl ete ) . Na ti onal As soc i a­
ti on of Educati onal Broadcasters , " Report on Project i n  Unders tand ing 
Med ia , "  consul tant Marshal l Mcluhan ( J une 30 , 1 960 ) , pp . 1 4- 1 5 ,  1 9-23 . 



Thus i n  the "soundtrack" of the TatZer scene , we rece i ve v i s ual ly the 

aural cues wi th whi ch to determi ne the s urroundi ngs , the di rection  of 

the sound and the sound source , or i n  th i s  cas e ,  sources , · resul t i n g  

i n  a defi n i tion o f  the space i n  wh i ch the scene ta kes pl ace experen­

ti al ly . 

"But spati al defini tion i s ,only one of two perceptual contri ­

buti ons sound l ends experi ence , 11 says Gol dfarb . 1 1The other i s  an 

attenti on-getti ng . mechani sm. We are perpetual ly surrounded by noi se ,  

but  we are on ly  aware of part of i t .  The rest i s  toned down by our 

mental processes and remai ns on a l ower l evel of our consci ousness .. 

( Gol dfarb , 1 3 ) .  Bi ckerstaff, as 1 1Sound edi tor" of  thi s scene , wrests 

thi s  power from us ; he 1 1 turns down " the gene ra l sounds of the coffee­

house and draws the reader • s  attenti on to the objects produci ng the 

sounds he  wi shes him to hear by g i v i ng them vi sual  promi nence-- i . e . , 

phys i cal presence vi a words i n  the text .  

1 20 

Though the enti re aural experi ence of th is scene rel i es on vi sual  

stimu l ati on , it  does add a dimensi on to the scene , a depth , that the 

pure ly  vi s ual  experi ence of the passage does not evoke .  Th i s  dimens ion 

mi ght be said  to be an exampl e of the di fference between the effect 

of the pri mary qual i ties of i deas and that of secondary qual i ti es .  

I n  any case , the aural qual i ty of the pas sage tends to gi ve the scene 

a three-di mens ional effect psychol og ical l y .  

The aural qual i ti es al so s upport to a n  extent the vi sual qual i ­

ti es o f  the scene . Vi s ual ly ,  we perce i ve depth on a fl at surface,  such 

as  a pai nti ng or scree n ,  by certai n v i sual cues , such as  l i nes dimi n i sh­

i ng to a vani s hi ng poi nt , obj ects getti ng smal l er as they retreat i nto 

the d i stance , : objects bei ng cut off by other objects i n  front of them , 
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and so on { Gol dfarb , 1 1 ) .  I n  short , we percei ve depth vi sual l y  throu�h 

perspecti ve .  The perspecti ve depends upon the determi nati on of the 

di recti on of s ight , and i n  a l i mi ted way sound can ai d i n  such a 

determi nat ion. 

1 1Di recti on i s  understood biaural l y , 1 1 Gol dfarb states , 11 0ur ears 

are i ncredibl y sensi t ive :  we can detect a time di fference between the 

two ears , i f  the onset of the sound is sharp , of 0 . 65 mi l l iseconds . .  

{ 1 1 ) .  · Unfortunately ,  a f i l m  or pri nted text can onl y roughl y  approxi ­

mate this natural accuracy , for they are both monoaural medi a :  the 

fi l m  has but one sound source , ·the text but one speaker. The cl osest 

we can come to determi ni ng sound di rection i s  by i nterpreti ng vi sual 

cues ( Gol dfarb , 1 1 ) .  In  a fi l m ,  we know where a voice is  comi ng from 

because we see the speaker ' s  l i ps move; i n  a text , we know where the 

sound is comi ng from because we read a desi gnation for the sound . I n  

the Tat leP scene , we can determi ne the di recti on of the sound by 

fol l owi ng the gaze of Bickerstaff, i n  the fi rst i nstance , to the fi rst 

mimic , and i n  the second i nstance by picki ng up the visual cues that he 

drops , such as pl ac i ng the sound source of the second m im ic  11 i n  an angl e 

of the room , .. or l i mi ti ng l aughter at one poi nt of 11those seated near 

US . 11 

Sound , then, gives a defi ni te three-d i mensi onal sense of depth to 

the fl at vi sual space of the Tat leP scene . But th i s  th i rd aural d imen­

sion i s ,  after al l ,  merel y a psychol ogical d imension, not a real or 

tangibl e one . The real and tangibl e di mensions, the 11 pri mary qual i ti es ,  .. 

of the scene are al l visual (Fi gure 8 ) .  

The i nfl uence of Locke and Newton l ed the neocl assi c  period to 

fragment and spec i al i ze the i nner feel i ngs and emoti ons by applyi ng 



Be,.jami" West. THE DEATH OF WOLFE. The Natumal Gall"y of Cll,.ada, Ottawa 

No bugl� cou l d  sound across s uch a l andscape . 
I t  exi sts on ly  i n  a moment.  Where the fl at 

Pers i an i mage serves a l l t imes  via sound ( see 6 ) ,  
the three-dimens i onal s pace can ex i st on l y  i n  a 

fragmented momen t of t i me .  

Acoustical  s pace cannot exi st i n  a fragmen t of 
v i sual  s pace . 

West i s  reportage i n  the sty l e  of  a repertory 
theater .  

The subl ime i s  i n  the foreground , anti c i pat i ng ,  
i n  reverse , the l ater Romant i c  s pati a l  

orga-n i za t i o n .  

F i gure 8 ,  Mcluhan p l ate f .  
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them to fi xed , outer poi n ts of vi ew ( Mcluhan , Point , pp.  1 9- 20 ) . The 

aes thetic pri nc i pl e  beh i nd the TatZer scene , therefore , i s  the not i on 

1 23 

that words correspond to rea l i ty a nd that they can thus match the 

outer wi th the i nner .  The reader i s  both wi th i n  the TatZer scene and 

wi thou t i t , ·and he knows i t . He does the match i ng w i th i n  the p i cture ,· 

and at the same t i me i s  h i msel f matched to i t  by the dev i ce · of the 

mi rror . The mi mic actor Tom Mi rror i nvol ves the reader experenti a l l y  

i n  a response and thus makes h i m  the actor.  The reader , therefore , · i s  
. ' 

constantl y requ i red to sp l i t  h i msel f i n  two , and th i s  sch i zophren i c  

condi ti on forces h i m  fi nal ly t o  sp l i t  s ubjec t from obj ect . As i n  

a seve nteenth-century pai nt i ng ,  Steel e ' s  pi cture turns s ubject i n to 

object and becomes , i n  effect ,  a sel f-portra i t ,  a mi rror , a s  i t  were , 

of �he psychol ogi cal van i s h i ng poi nt i n  the reader ( Fi g u res 9 and 1 0 ) . 

The reader shares the vi ew of the arti s t  i n  s l i ght anti c i pati on of 

modern pa i nt i ng ,  where th e s pectator shares i n  th e creati ve process . 

TatZer 70 comments : 

It mus t  be confes sed th at artful  sound wi l l  w i th the crowd pre­
va i l  even mo re than sense [vi sual l i nea r th i n ki ng] ; but those 
who are mas ters of both , wi l l  ever ga i n  the admi rat ion of al l 
thei r hearers ; and there i s ,  I th i nk ,  a . ve ry natural account 
to be gi ven of th i s  matter ; for the sensati on of the head and 
heart are caused i n . each of the i r  parts by the outwa rd organs 
of the eye a nd ea r :  th a t ,  therefore , wh i ch i s  conveyed to th e 
unders tand i ng and pa s s i ons by only one of these organ s ,  wi l l  
not affect u s  so much as th at wh i ch i s  tra nsmi tted through 
both . ( I I  , 1 7 1 - 1 7 2 )  

I f  reader sens i b i l i ty wa s sti l l  shaped by th i s  renai s sance- i ns pi red bel i ef 

i n  who l i s ti c ,  heterogeneous experi ence , then i t  i s  poss i b l e  to p l ot 

the emoti ona l d i mens i ons of Steel e ' s  pi cture , for Stee l e  i ncl uded both 

s ight and so und to i nsure the most affecti ve pi ct ure pos s i bl e . The 

eye pre sents a poi nt of vi ew ,  yet we are enve l oped by sound . We hea r 



G"Jrges de L11 ToNr. :W:AilY MAGDALEN WITH A Wll.llOR. Collection A10drl F11bivs. PtJris 

Eyebal l  to eyebal l .  The s kul l i s  a Baroque 
mi rror . 

The v i sual  confrontati on of l i fe as s h a l l ow 
horror . In a v i s ua l  cul ture honor can a s s ume 

the cha racter of profun d i ty .  

Th e feeZ  of the dark aga i n s t  the sight o f  the 
s k ul l . 

A u n i versa l  symbol of death appears as a 
sen sat ional stage property . " No con tact 

pos s i bl e  to fl esh/Al l ayed the fe ver of the 
bone . " - -T . S .  E l i ot ,  "Wh i spers of lfi1Tiorta l i ty" 

New a l i enati on from i ncl u s i ve un i ty . 
by s pec i a l i s t  fragmenta t i on . 

The mi rror refl ects the Baroq ue quest for 
depth through dual i ty. 

F i gu re 9 .  r�clu han pl ate g . 
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RembraKdt va" Rij,., SELF·POaTaAIT. Tile Natior�al Gallery of Car14da, Ottawa 

A time domi nated by Du Fresnoy • s admon i t i on : 
"Let your thoughts be whol l y  taken up  w ith  

acq u i ri ng to  yoursel f a g l ori ous Name , whi ch  
can never peri sh , b ut  wi th the Wor l d ;  and 

make that the Recompense of your worthy 
Labours . "  

New sel f-awareness  created by new publ i c  
env i ronment .  

The new publ i c  a s  mi rror revea l s  the pri vate 
d i mens i on ,  spurri ng the new enterpri se of 

sel f-expres s i on .  

The dual i sm of the Baroque i dea appears i n  the 
dua l i ty of the profil e as it i s  drawn by l i ght 

from one posi t ion and a s  it i s  seen from the · 
posi ti on of the arti st . 

Fi gure 1 0 .  McLu han pl ate h .  
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sounds from everywhere wi thout hav i ng to focus ; where a vi sual space 

i s  an organ i zed conti nuum of a u n i form, connected ki nd ,  as the very 

arrangemen t of words on the page i nd i cates , the ea r worl d i s  a worl d 

of s i mul taneo us re l ati onsh i ps .  Sound , therefore , adds a th i rd di men­

s i on to pri nted s pace . The reader i s  l ocated not only two- d i mens i o n­

al ly i n  the experi ence of the text , but al so three d imens i onal ly through 

the suggesti on of be l l  tones , hound notes , and cock crows that work 

l i ke s onar to i nd i cate the depth of the experi ence the b l i nd reader 

i s  attempti ng to enter v i sua l l y through h i s  mi nd . 

But wh i l e  s i ght and sound are harmoni ou s l y  joi ned here , 

at the s ame t i me i t  i s  i mportant to remember that they are d i s t i nctl y 

di fferent , heterogeneous and not homogeneous experi ences : the imi tated 

sounds brought l aughter from the audi ence at the coffee- ho use ,  wh i l e  

the i mi tated s i ght aroused i n  them somber refl ect ion and thought . The 

pl anes of s i g ht and sound might be l i nked , espec i a l l y  i f  sens i b i l i ty i s  

pred i s posed to heterogeneous , whol i s ti c experi ence , but only with 

cau t i o n ,  or el se they coul d eas i ly cl a s h .  

I n  contrast to the prese nce of the . aural d i mens ion i n  the Tatter , 

the spectator takes pa i ns to e l i mi nate as much as pos s ibl e the aural  

d ime ns i on from i ts pages . Here i s  Steel e agai n ,  two years l a ter , · 

descri b i ng another Coffee-house scene for the pages of the spectato�: 

I n  the Pl ace I mos t  usual ly frequen t ,  Men di ffer rather i n  the 
Ti me of Day i n  wh ich they make a Fi gure ,  tha n i n  any real 
Greatnes s above one another . I ,  who am at the Coffee-house at 
Si x i n  a Mo rn i ng ,  know that my Fr iend Beaver the Haberdasher has 
a Levy o f  most undi ssemb l ed Fr i ends and Admi rers , than most of 
the Court iers a nd Genera l s of Great Britain . Every Man about h i m  
has , perhaps , a News -Paper i n  hi s Hand ; but none can pretend 
to' guess what Step wi 1 1  be taken i n  any one Court of Europe , 
' t i l l  Mr . Beaver has thrown d own h i s  Pi pe ,  a nd decl ares what 
Meas ures the Al l i es must enter i nto upon th i s  new Pos i t ion of 
Affai rs .  Our Coffee-house i s  near one of the I nn s  of Court , and 
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and Beaver has the Audience and Admi rati on of h is  Nei ghbours from 
S ix  ' ti l l  with in  a Quarter of Ei ght, at whi ch time he i s  interrupted 
by the Students of the House;  some of whom are ready dres sed for 
Westminster , at Eight i n  a Mourning ,  with faces as bus ie as i f  
they were reta i ned i n . every Cause there ; and others come i n  thei r 
N ight-Gowns to saunter away thei r Time, as i f  they never desi gned 
to go thi ther . (s 49 , I ,  1 48 )  

Stee l e  conti nues i n  th i s  vei n  for the entire essay ,  yet ,  except for the 

possi ble  no i se of Mr . Beaver ' s  pi pe h i tt i ng the tabl e ,  not a sound 

comes out of the scene. 

To excl ude sound from the vi sua l  space of the pri nted page, 

al l coffee-house noi ses , to take one common cl ass of sounds in the 

spectator, are rel egated to l etters ; they are thus twice-removed from 

the scene , as i t  were, and never descri bed i n  di rect observation by 

Mr . Spectator.  Number 1 45 ,  ·for i nstance , compl a ins  of "Wh i stl ers , 
' 

S i ngers and Common Orators " i n  the coffee-houses , but i t  i s  presented 

i n  a l etter,  as i s  another compl �i nt i n  Spectator 1 55 about the sounds 
• 

of "Rai l l ery" i n . coffee-houses . The most lengthy passage concerni ng 

coffee-house sounds appears i n  Spectator 457 i n  l etter form al so ,  and 

even then i t  is  an account of whi s perers . Unl i ke the Tatler, the 

spectator does not anywhere dwel l at l ength on descri pti ons of the 

coffee-house scene , preferri ng rather to al l ude to i t  general ly or 

mention it only in pass ing .  Indeed , the onl y coffee-house acti vity 

·that Mr. Spectator descri bes i n  any l ength or detai l i s  a gr i nni ng 

match--a v isual event if ever there was one . And Spectator 476 

depl ores the "want of Method i n  the Thoughts "-- i . e . , l ack of vi sual 

l i near th i nki ng characteri sti c of pri nt--in  the speech of coffee-house 

patrons . 

S igni fi cantly , i n  the passage taken from the Spectator , there 

are no d i rect quotati ons of Mr . Beaver ' s  remarks or of any other fi gure 
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menti oned as there was i n  the Tatter passage . I n  fact , th i s  character­

i s ti c i s  the rul e w i th regard to speeches i n  the Speatator , not the 

except i on .  For exampl e ,  i n  Tatter 39 there i s  a di scussi on i nvol vi ng 

severa l  parti es whi c h  is recorded i n  s i mpl e transcr i pt form : i . e . , 

the speaker ' s  name i s  gi ven ,  fol l owed by h i s  remarks . I t  l ooks l i ke 

a passage of d ia l ogue from a pl ay ,  as Steel e the pl aywri ght no doubt 

meant to sugges t .  I n  t h e  Spectator , there are al so  a number of 

l engthy di scussi ons , as i s  the case wi th an  es say we have al ready ci ted 

(s 34 ) ,  where the vari ous members of Mr.  Spectator ' s  Cl ub di scus s the 

re l at i ve meri ts of thei r compani on ' s  l i terary efforts . Here , howeve r , · 

the speeches of each part are not l eft to stand verbati m--al l owed to 

s peak for themsel ves , as i t  were . Here they are paraphrased--cl osely 

paraphrased doubt l es s l y ,  but paraphrased nonethel es s .  

I n  the Tatler dia l ogue ,  pri nt i s  merel y  the dumb carri er of 

speech ; i n  the Spectator , pri nt renders speech dumb , or at l east l ess 

vocal , i n  the very proces s of paraphras i ng i t .  I ndeed , speatator 568 , 

whi ch conta i ns the l engthi est  verbati m record of a conversati on i n  the 

per iod i ca l , coffee-house or otherwi s e ,  uses the medi um of speech to 

di scuss  typography , maki ng an  i ron i c  reversal  i n  the rol es of medi a 

as they appear i n  the Speatator and thus provi � i ng the except i on that 

proves the rul e .  

Even Mr . Spectator ' s  report of h i s  experiment i n  l oquaci ty i n  

number 556 i s  rendered· ifl very 11s i l ent1 1  terms : 

Upon the fi rst openi ng of my Mouth , I made a Speech consi sti ng 
of .about hal f a Dozen wel l - turned Peri ods ; but grew so  very hoarse 
u pon i t ,  that for three nays together , i nstead of fi ndi ng the use 
of my Tongue , I was afra i d  that I had qu i te l ost i t .  Bes i des , the 
unusual Extens i on of my Muscl es on th i s  Occasi on ,  made my Face 
ake on both Si des to s uch a Degree , that nothi ng but an i nvi nci b l e  



Resol uti on and Perserverance cou ld  have prevented me from fal l i ng 
back to my Mono-syl l abl es . 

I afterwards made severa l Essays towards Speaki ng ; and that I 
mi ght not be startl ed at  my own _ Voi ce ,  wh ich  happen ' d  to me more 
than once , I used to read al oud i n  my Chamber , and have often 
stood i n  the Mi ddl e of the Street to cal l  a Coach , when I 
knew there was none wi th i n Heari ng .  ( I V ,  498-499 ) 
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No bel l s ,  no hound bayi ngs , not even a cough i s  "s i ghted " to evoke the 

aural d imens i on .  

Th is i s  not to say ,  however,  that sound o r  sounds are compl etely 

absent from the Speatator ; any superfi c i a l  perusal of a random dozen 

or so essays wi l l  poi nt up exampl es of s peech or noi se .  B ut  a c l oser 

exami nati on of any s uch pas sage i s  l i kely to show ,  more often than 

not , a pri nci pl e of descri pti on at work that i s  first stated early  i n  

the Speatator ( S  4 ) . Here , i n  wri ti ng of the nature and l i mi tati ons 

of h i s  taci turni ty, Mr . Spectator conments : " I t i s  remarkabl e ,  that 

those who want any one Sense, possess the others w i th greater Force 

and V i vac i ty .  Thus my Want or rather Resi gnati on o f  Speech [sound] , 

gi ves me al l the Advantages of a dumb Man .  I have , meth i nks , a more 

than ord i nary Penetrati on i n  Seei ng;  and fl atter my sel f that I have 

looked i nto the H i ghest and Lowest of Manki nd , a nd make sh rewd Guesses , 

w i thout be i ng admi tted to the i r  Conversati on, at t he i nmost Thoughts 

and Refl ect ions of al l whom I behol d "  ( I ,  21 ) .  To Mr . Spectator , 

sounds and s peeches are superfl uous , or at best peri pheral , and we 

can see them rel egated to s uch  a s tati on in the bul k of  h i s  descri�ti ons . 

Even very l ate i n  the per iodi cal we can see th i s  pri nci p l e  at  

work .  For i nstance , to take an  essay not of the coffee- house genre , 

speatator 454 chroni cl es Mr . Spectator ' s  journey from Ri chmond to 

London . At the onset of the number he announces to h i s readers once 

more h i s  preference for the pl eas ures which s i ght  afford h im :  "the 
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greatest Pl eas ure I know I recei ve at my Eyes , and that I am obl i ged 

to an agreeabl e  Person for comi ng abroad i nto my V i ew, as another i s  

for a Vi s i t  of Conversati on at thei r own Houses .. ( I V ,  98 ) .  Hi s sensory 

pri ori ti es establ i shed , Mr. Spectator than proceeds to descri be the 

11most pl eas i ng Scene imagi nabl e to see . . . Setti ng off from Ri chmond , 

he menti ons the fl ow of commerce on  the Thames , the i ndustry ,  and 

11 Chearful ness 11 of the traffi ckers , the beauty of the shorel i ne " land­

ski p ,  . . the countenances of "ruddy Vi rgi ns , .. 11Morni ng Rakes , "  and 

the l i ke .  Not unt i l  he l ands at Strand-bridge i n  london and i s  maki ng 

h i s  way to the markets at Covent-Ga rdens does he record a sound , and 

thi s  he renders only as 11 Some Rai l l ery11 between a frui t-wench and a 

chi mney-swe.ep .  What the ra i l l ery was or  sounded l i ke we do not hear.  

H i s  i mpress i on of Covent-Ga rdens he s ums . up. i n  the phrase ,  11 that 

vari ety of Objects , "  i nd i cati ng  aga i n  a tota l sensory b i as toward the vi sua l . 

He then descri bes at some l ength the acti v i t i es of a 1 1Va i n l ove , "  

or young l ady who enjoys l eadi ng young men o n  a lmost as much a s  she 

does �voi di ng thei r company . Th i s  passage consi sts of vi sual si ghts 

al one , as does the account of "Si l k-Wo rms " (wi ndow shoppers )  that 

fo l l ows . Only at sunset , . when "The Day of Peopl e of Fash i on began now 

to b reak , .. do we aga i n  encounter a sound . I t  occurs on the corner 

of "Warwi ck-Street , .. where Mr .  Spectator i s  " l i sten i n g  to a new Bal l ad . "  

Here agai n the sounds of the ba l l ad are not recorded , but merely 

c l ass i fi ed and di smi ssed . The real s i gni fi cance of  the scene i s  vi s ual : 

11 [A beggar] urged , w ith a mel anchol y Face,  that al l h i s  fami ly had 

d i ed of Thi rst11 ; The bal l ad serves onl y  to mark the peri phery o f  the 

experi ence . Around the shops at the Exchange Mr . Specta tor does take 

note al so of a 11confused Hummi n g ,  .. the only i nstance of onomatopoei c  
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sound i n  the essay ,  and quotes two l i nes of speech , but they are h i s  

own and- are spoken only t o  himsel f .  

He spends the remai nder of the eveni ng at  Wi l l 1 s ,  and there 

notes the s ubjects of  the vari ous conversati ons { 11 Cards , Di ce , Love, 

Learn i ng and Pol i ticks 11 ) ,  but not the conversati ons themsel ves . The 

only sound that actual ly escapes from the pri ntscape i n  the entire 

essay i s  the cry o f  the Bel l -man :  11 Past  Two of Cl ock . 11 Mr . Spectator 

then reti res to h i s  chambers to mi nute h i s  day and , after some di ffi­

cul ty in  attempti ng to s how the i nstruction of  s uch an  account , 

fi nal ly concl udes that i t  11Wi 1 1  ma ke every Face you see g i ve you the 

Sati sfacti on you now take i n  behol di ng that of a Fri end ; wi l l  make 

every Object a pl eas i ng one .

. .

• 11 The message i s  cl ear : s i ght 

a lone i s  capabl e  of i nstruction . The who l e  essay ,  i n  fact,  i s  

governed by the pri nci pl e o f  percepti on and descri ption  set out i n  

Spectator 4 :  11 1 have looked i nto the Hi ghest and Lowest of Mank i nd ,  

and make shrewd guesses , tJJithout being admitted to their Conversation, 

at the i nmost Thoughts and Refl ect ions of al l whom I beho l d 11 [emphas i s  

added] . 

I n  sho rt ,  the spectator , as i ts name impl i es ,  i nvokes the ontol ogy 

of the homogeneous experi ence of s i ght , l 4  wh i l e  the Tatler, as i ts name 

impl ies , i nvokes the ontol ogy of the heterogeneous experi ence of sound . 1 5  

1 4For further exampl es of the ontol ogy of s i ght i n  the spectator, 
see S 69 { 1 ,  294 ) , S 2 18  { I I ,  348-9 ) ; S 228 { I I ,  389 ) . 

1 5  For . further exampl es of the ontol ogy of speech i n  the Tatler , 
see T 41 { 1 ,  367-369 ) ;  T 44 { 1 ,  387-390) ; T 66 { I I ,  1 31 - 1 37 ) ; T 85 { I I ,  
302-306 ) ;  T 86 { 1 1 , . 3 10-31 5 ) ;  T 94 { I I ,  371 �373 ) ; T 1 06 { I I ,  455-459) ; 
T 1 21 { I l l ,  45-51 ) ;  T 1 26 { I l l ,  78-84 ) ;  T 1 37 { I l l ,  1 51 - 1 54 ) ; T 1 58 { I I I ,  
296 ) ;  T 1 63 { I l l ,  327-333) ;  T 1 65 { I l l ,  341 ) ;  T 1 7 1 { I l l ,  377-383 ) ; T 21 0 
{ { V ,  1 1 9- 1 21 ) ;  T 21 7 { I V ,  1 72-1 73) ; T  233 { IV ,  288-290) ; T 243 { IV ,  
354-356) , T  249 { I V ,  386-387 ) ;  T 256 { I V ,  444-446 ) .  



Both , however,  subscri be to the noti on of the 11 aesthetic  moment , . .  
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a noti on i nferred by arti sts from Newton • s  Opticks , wh i ch pertai ned to 

the natural power of the eye to refract the vi s.ual worl d .  I n  h i s  word­

pa i nti ng , for i nstance , Steel e arres ts a moment of vi s i on i ntended to 

i nvol ve the reader at a dramati c po i nt i n  the na rrat ive i n  order to 

ho l d  h im  for the narrat i ve that fol l ows . The narrati ve i tsel f i s  

not dramati c ;  the action of the fi gu res i n  h i s  pi cture i s  only immi nent 

acti on ( Fi gure 1 1 ) .  Action expressed i n  pri nt i s  a refracti ve functi on 

of the eye , and so , 1 i ke Zeno • s  arrow, i s  not i n  moti on at al l ;  there­

fore the narrati ve i s  an i nterval of aesthet i c  stas i s  created by the 

i l l us i on of mot ion refracted i n  pri nt .  

Baz i n  observes that 1 1 S i nce pers pecti ve [prov ided by the camera 

obscura] had on ly sol ved the probl em of form and not of movement , 

real i sm was forced to conti nue the search for some way of gi vi ng 

dramatic  express i on to the moment , a k i nd of psych ic  fourth d imens i on 

that cou ld  suggest l i fe . . . 11 ( p .  1 1 ) .  Impl i c i t  i n  th i s  obs ervati on i s  

a further · extens i o n  of the appeti te for i l l us i on ,  · spec i fical ly the need 

to transcend the static  canvas or page , to i nfuse i t  w ith some dramati c 

d imens i o n ,  some. psychological equ i val ent to moti on . 

I n  man • s  search to sati sfy th i s  need , i t  seems l i kely that 

the pe ri odi cal es says of Addi son and Steel e anti c i pate t�e ontol ogy 

and arrangement of experi ence of the ci nema . Th rough thei r recogni t i on 

of the fundamental rel ationsh i p  of pri nt  to vi s i on and thei r di spos i t ion 

to connect and rel ate the arts of pa in ti ng and poetry , and thus the 

image and the word , they composed ontol ogical embl ems of s i ght and 

arranged them i n  montage sequences , thus rea l i z i ng i f  not i n  essence 

then i n  form the experi ence of ci nema-- i . e . , movi ng pi ctures . 
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"Created by a non-partic i pant just out s i de 
the borders of l i fe. "--John Canaday 

The great Baroque waves of Ruben s are here 
reduced to the ripp les on a sat in  ski rt. 

Ch inese say i ng a.ppl i es: " Peop l e  i n  the West 
are al ways getti ng ready to l i ve. " 

A pl ayful , el egant wor l d  whi ch can on l y  exi st 
in  the equival ent of the circumscri bed spaces 

of the boudo i r .  
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Fi gure 1 1 .  Mcluhan pl ate i .  
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Long before the c i nema was even concei ved of as a med i um of 

art , the movi ng picture was a fact of li fe; indeed , some h istori ans 

locate the b irth of the c i nema i n  the ei ghteenth century . In 1 781 , a 

theatri cal scene-pa i nter named De Loutherbourg contri ved a panorama 

i n  London wh ich he called the " E idphusikon , 11 which was desi gned "to 

reali ze pictures in all four di mensions , .. and whi ch he adverti sed as 

contai ni ng 1 1Var ious Im i tations of Natural Phenomena , Represented by 

Movi ng Pi ctures . .. 1 6 But even before this  occurrence , movi ng picture 

shows of one ki nd or another were fai rly commonplace; Er ik  Barnouw 

offers a good account of one such entertai nment form : 

In the days when John Gutenberg's B i ble , pri nted from movable 
· · type , was sti rri ng wonder i n  Germany , another i nnovati on was 

ga i ni ng a foothold i n  Italy. It was a ki nd of game , havi ng at 
fi rst no apparent relati onshi p  to the d i ssemi nation of i nforma­
tion or ideas . 

The devi ce was descri bed i n  Leonardo da Vi nci's unpublished 
notes . If on a sunny day you s i t  i n  a darkened room with only 
a pi nhole open on one side, you see on an opposi te wall or other 
surface i mages of the outsi de world--a tree , a man, a pass i ng 
carri age. . 

1 34 

The pri nci ple was described i n  detai l  i n  a book , Natural Magia ,  
by Giovanni Batt i sta della Porta , · publi shed i n  1 558 . A few years 
later i t  became known that a lens , i n  place of the pi nhole, would 
sharpen the i mage. 

A group of people i n  a darkened room , watchi ng i mages on a 
wall-- thrown by a beam of l i ght cutti ng through the darkness- ­
must have resembl ed a group watchi ng home movi es. There was one 
di fference,  the p icture was upside down. 

PresentlY the lens was bei ng put i n  one si de of a box i nstead 
of i n  the wall of a room. Through mi rrors the i mage wou l d  be 
thrown on a glass screen i n  the box , and seen ri ght s i de up. 

The box , st i l l though of as a sma l l  room , was cal l ed a 11 dark 
room , " or ' aamera obsaura . '  This camera could be a i med at a 
landscape , street , garden party . A group of people looki ng i n  
amazement at the movi ng i mages i n  the box may well have resembled 
a group watchi ng televi sion. 

1 6see McLuhan ,  "Joyce , Mallarme and the Press , "  MaLuhan: Hot and 
Coo l ,  ed . Gerald Emanuel Stearn { New York: D ial Press , 1 967 } , p .  1 33 .  
Repri nted from The Sewanee Review ( Wi nter , 1 954 ) .  
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. Magi ci ans began us i ng the devi ce for mysti fi cati on and del i ght ,  
It became a pasttime among the  wel l - to-do throughout Europe � 

By the - 1 600 ' s ,  pai nters i n  many countri es were us i ng i t  to 
sol ve probl ems of perspecti ve .  Some arti sts . found i t  eas i er . 
to trace the two-dimens i onal image of  the camera obscura than to 
work from three-di mensi ona l real i ty .  

The next s tep was obvi ous . Coul d the i mage b e  preserved , 
savi ng the arti s t  even more work ? The i dea seems to have been 
present for two centuri es , awa i ti ng the devel opment of chemi stry-­
and of demand . 1 7  · 

I n  London i n  the early 1 700 ' s ,  bes i des the camera obscura s how Addi son 

records i n  SpectatoP 41 4 ,  wh i ch was probably the one l ocated at 

Greenwi ch Park , there were at l east four other "Mov i ng Pi ctures , "  

al l of them noted by vari ous per iod i cal s ( s  31 , I ,  fn . 5 ,  1 28-1 29) . 

One of these , exhi bi ted between 1 709 and 1 7 1 1 at the Duke of  Marl -

borough ' s  Head i n  Fl eet Street , was des cri bed i n  the Daily Courant 

of 20 Feb . 1 709/1 0 :  " I t  i s  a most  nobl e Landski p fi nely Pa i nted by 

the best Hand , i t  contai ns the pros pect of a Ci ty w ith a Harbour; 

a l arge Extent of Lane wi th a Ri ver wi ndi ng and runni ng i nto the Sea ; 

a Bri dge l ead i ng to the Ci ty ;  and near 70  Fi gures i n  l i vely Motion : vi z .  

Several  s tately Shi ps and Vessel s  sai l i ng ;  a Coach and 4 Horses , _ a 

Gentl eman i n  a Cha i r  sal u ti ng the Company.  " (s 41 4 ,  I V ,  fn . 2 ,  

550-551 ) .  ( Th i s  noti ce, by the way , i s  perhaps the fi rs t mov i n g  pi cture 

revi ew . ) I n  a l etter to Stel l a  on  27  March 1 7 1 3 ,  -Swi ft descri bes a 

s imi l ar movi ng  pi cture .  

The des i re to i nfuse moti on  i nto the s tat ic  pi ctures p f  the time 

can be seen al so ,  particul arly i n  the engravi ngs of Hogarth . To see 
I ' f  

the " progress "  of h i s  rake, for exampl e ,  we mus t contrast the content 

1 7Barno� , 
.
Mass Communication ( New York : Ri nehart , 1 956 ) , pp . 1 3-

1 4 .  Quoted i n  McLuhan , The Gutenbepg Galaxy : The Making of Typogrophic 
Man (Toronto : Uni v .  of Toronto Press , 1 962) , pp  . . l 67-l 68.  
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or compos i ti o n  of each engravi ng  by j uxtapos i ng vari ous frames sequen­

ti al l y ,  a process wh i ch ,  i f  i t  does not qui te i ntroduce moti on i nto 

the frames , does at l east i nfus e dramati c tens i o n .  Juxtapos i ti on of 

thi s  k i nd was the format of the press , a vari ant of the mosai c ,  a nd 

thus a mode of arrangement provi ded by pri nt. 1 8  "Wit  1 ay i n  the poet • s 
' . 

[or arti s t ' s ]  abi l i ty to uni te wi del y d i sparate detai l s , "  Hagstrum 

bel i eves . " But those detai l s  must  al l come from natural real i ty .  

The wi t l ay i n  combi n i ng ,  not creati ng , them . " 1 9  

And s i nce · pros e was , accordi ng to Add i son , the means by wh i ch 

to effect the understandi ng ,  i . e . , to render real i ty i nto the 

l i near l og ic  of vi s i on ,  then each speatator number was i n  effect an 

embl em or verbal i mage preserved permanently on the page by the ontol ogi ­

cal chemi stry of pri nt . 20 So as wi th the Hogarth ser i es of engravi ngs , 

the speatator i n fused an i l l us i on of movement or drama i nto i ts stat ic  

essays through the j uxtapos i t i on i ng of  pri ntscapes . 21 Th is  combi nati on 

of factors-- i . e . , stati c v i s ual compos i tion ,  j uxtapos i ti oni ng , vi sual 

l i near l ogi c- -brought about the di scl osure of experi ence that was not 

ful ly real i zed aesthetical ly unti l the twenti eth centu ry , an  arrange-

ment of exper i ence commonly cal l ed "montage" and a lmost excl usi ve ly  

1 8see al so Marshal l Mcluhan , Understanding Media : The Extensions 
of Man ( New York/Toronto/London : McGraw-Hi l l ,  1 964 ) ,  p .  286 . 

1 9Hagstrum, p .  1 40 .  Spacks concurs w i th Hagstram' s  comment : 
"a good deal of  the verse wri tten between 1 7 26 and 1 800 , "  s he remarks , 
"mani pu l ates i magery in  el aborate ways to express emoti on or to sti mul ate 
assoc i ated thoughts or to sum up and embl emi ze mul ti pl i c i ty" ( p . 1 1 ) .  

20. . 
·See a l so Mcluhan , Media , pp . 285-286 . 

21 see al so Mcluhan , Media , p .  295 . 



associ ated w i th fi l m ,  but wh i ch was , i n  i ts rud imentary form , the mode 

of experenti al arrangement offered i n  the Speatator . 

Sergei Ei senstei n has noted that, "Wh i l e  pl ayi ng w i th pi eces 

of fi l m ,  [exper imenters ] di scovered . . . the fact that two film pieaes 

of any kind, pZaaed together, inevitab ly aombine into a ne� aonaept, a 

ne� quality, arising out of that ju:ctaposition . 1 1 22 He concl udes from 

th is  observati on that the ro l e  of montage is 1 1that rol e  set i tsel f by 

every work of art ,  the need for aonneated and sequential exposition of 

the theme, the material, the plot, the aation , the movement  wi thi n the 

fi lm  sequence and wi thi n the fi l m  drama as a whol e 11 ( p .  3) , and he  

i l l us trates th i s  rol e in  several l i terary works . Ei senste i n  goes on  

to expl a i n  what he  found to be so vi tal about montage arrangement :  

The bas i c  fact was true , and  i t  remai ns true th i s  day , that the 
juxtapos i ti on of two separate s hots by spl i c i ng them together , 
resembl es not so much a s i mpl e sum of one s hot pl us another 
shot as i t  does a creation . I t  resembl es a creati on-- rather than 
the s um of i ts parts--from the c i rcumstance that i n  eve ry 
such j uxtapos i ti on the result . is quantitative ly d i sti ngui shabl e from 
each component el ement vi ewed separately .  At th i s  l ate date no one 
need real ly  be remi nded that qua l i ty and quanti ty are not two 
di fferent properti es of a phenomenon · b ut only d i fferent aspects 
of the same phenomenon .  Th is  law o f  phys i cs i s  j ust a s  true 
i n  other s pheres of sci ence as i n  art .  Of the many fi el ds 
to whi c h  i t  can be appl i ed ,  Professor Koffa ' s  appl i cati on 
to the fi e l d  of behavi or i s  apropos to our di scuss i on :  

I t  has been said : The whol e i s  more than the sum 
of i ts parts . I t  i s  more correct to say that the 
whol e i s  somethi ng el se than the sum of i ts parts , 
because summi ng i s  a meani ngl ess procedure , where­
as the whol e- part re l ati onsh i p  i s  meani ngful . 
( pp .  7-8)  

And he s pecul ates a few pages l ater : 1 1The j uxtapos i ti on of . . .  par­

ti al detai l s  i n  a montage cons truct i on cal l s  to l i fe and forces i nto 

the l i ght that general qual i ty i n  wh i ch each detai l has partici pated 

22Ei senstei n ,  The Film Sense , ed . and trans . Jay Leyqa ( New York : 
Harcourt , Brace · and Worl d ,  1 947 ) ,  p .  4 .  
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and wh i ch bi nds together al l the deta i l s  i nto a whote , namely,  i nto that 

general i zed image , wherei n the creator , fol l owed by the spectator,  

experi ences the theme . . .  11 and evokes 11 i n  the percepti on and feel i ngs 

of the spectator the most compl ete image of the theme itsetf' ( p .  1 1 ) .  

A parti cul arl y  cl ear exampl e of th i s  montage effect can be found 

i n  spectator 95 ( I ,  402-405) .  The es say i s  composed l argely of two 

l etters , i ntroduced by a short comment by Stee l e .  The content of  these 

l etters i s  not so i mportant to note here as i s  the form, whi ch effects 

a j uxtapos i ti on of pas t readi ng experi ences wi th the experi ence the 
23 . . 

reader i s  undergo i ng now , i n  the present. The f i rst l etter starts 

off by recal l i ng to the reader h i s  or her exper ience wi th Mr . Spectator' s 

1 1 Di scourse upon General Morni ng 11 ; the second l etter remi nds h im  of 

Mr . Spectator ' s  attempts to i ns truct the 11 fai r Sex ,  11 parti cul arly  regard­

i ng hi s recommendati ons for readi ng .  The wri ter ,  one 11Anabel l a , .. then 

proceeds to weave together a sequence of references to pas t numbers 

that i s  a lmost too i l l us i ve to separa te out. The sequence i nc l udes the 

essays wh i ch poi nted out that many fai r  readers were al ready better 

schol ars than many Beaus , and those wh ich  referred to the gentlemen at 

Wi l l ' s ,  a character named Tom and a coffee-hous e ca l l ed the Grec i a n .  

She al so  c i tes the l etter o f  a 1 1Jud i c i ous Trader o f  Cheepsi de 11 who 

recommended ari thmeti c to the l adi es for thei r i nstruct ion .  

The total effect of the j uxtapos i ti on of l etters wi thi n th i s  

number,  and of the fu rther j uxtapos i ti on of l etters wi thi n these 

letters , res ul ts not so much i n  a s ummary concl us i on regardi ng  the 

i nstructi on of Mr . Spectator ' s  femal e readers as i t  does i n  the real i zati on 

23s� al so Mcluhan ,  Media , p .  288 . 



1 39 

that these l etters i nvoki ng past l etters or pri ntscapes are real ly a 

form of i ntrospection for a character ( Mr. Spectator) who exists onl y 

i n  the pri nt of these pri ntscapes , and who , to the extent that he i s  an 

extensi on of the reader hi msel f ,  i s  expressi ng i n  th i s  ki nd of i ntro­

specti on the terms of the reader • s  i ntrdspection as wel l ( Fi gure 1 2 ) . 

This  ki nd of real i zation deri ved from the montage sequence provi ded 

here and el sewhere i n  the speatatoP i s  i ndeed a new concept , a new 

creation, and not merely a summati on of the parts , ari si ng out of the 

j uxtaposi tion but bei ng of the parts juxtaposed and evoki ng i n  the 

reader the i mage of the theme of the speatatoP , i.e . , of a pri nt- or 

eye-rendered uni verse . The med i um al one conveys the message in th i s  

case , not the i deas or content of the essays . 
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CHAPTER V I I 

CONCLUS ION--PRINT AND ENVI RONMENT 

We began th i s  study wi th a quotati on from Bond and an exami nati on 

of certai n  aesthet i c  probl ems impl i c i t  i n  h i s  remarks ; i n  part i cu l ar ,  

we i n vesti gated the probl ems w i th regard to  the past of  the speatatoP . 

I t  mi ght , then , be appropri ate to end our study wi th a qu i ck consi dera­

ti on of h i s  remarks regard i ng the future of the speatatoP : i . e . , that 

it was "to be s ucceeded i n  our own day by the work of the newspaper 

' col umni st ' and featured contri buti on to the weekly rev i ew . "
1 

The contri buti on of the speatatoP to our own day i s  much g reater 

than the me�ger l egacy Bond al l ows . I t  s houl d be evi dent by now that 

s uch a casual concl us i on about th i s  work , and no doubt about other works 

of the ei ghteenth century , i s  i ndeed s uperfi c i a l . One needs today to 

uti l i ze di fferent as pects of h i s  or her existence ,  for exampl e time ,  

s pace , �xperi ence , publ i c  l i fe ,  mass  consumpt i on ,  the i mpact of technol ogy 

and s c i ence , to j udge standards of beauty,  taste and truth i n  order to 

cl ari fy the emergence of a new humani sti c ori entati on i n  the modern 

worl d .  I n  the speatatoP, at l east ,  one can see the embodi ment of 

many of the aestheti c pri nc i p l es that a re now bei ng redef i ned to fi t 

new med i a ;  that these " new" pri nci p l es a l so hel ped to shape works of 

the past  is l i kewi se j ust now beg i nni ng to be di scovered . The SpeatatoP 

i s ,  therefore , a monumental ly  s i gni fi cant work for the twenti eth century , 

fi l l ed wi th i ns i ght i nto current aestheti c questi ons . 

1 Bond , " Introducti on" ( Oxford : Cl arendon Pres s ,  1 965 ) , x i i i .  
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One aestheti c  questi on wh i ch the Speatator has now been shown to 

provi de at l east a parti al answer for i s  that of si ght and i ts i mpact 

on cul ture . The Speatator, wi th i ts heavy dependence upon si ght a l most 

to the excl us i on of every other sens e,  creates or establ i shes a manner 

of percepti on that  renders al l experi ence i n  terms of s i ght .  The 

Speatator , i n  other words , created a sensory b i as i n  the manner of 

percei vi ng the worl d i n  the ei ghteenth century and thus to a l arge 

extent predetermi ned the pri ori ti es of Engl i s h  cu l ture duri ng  that 

peri od . I ndeed , one mi ght hypothes i ze that w ithout the i nventi on of 

moveabl e type a Newton coul d not ha ve exi sted , or i f  he had , that he 

woul d not have had anywhere near the impact on the cul ture that  he 

d i d .  And i n  l i ke manner , w i thout pri nt we mi ght hypothes i ze that the 

Speatator i tsel f cou l d  not have come i nto bei ng,  for i ts very bei ng 

expressed onto log i ca l l y  the b i ases and pri ori ti es of the si gh t-based 

medi um .  

So , too , d o  med i a  today create peopl e and events , o r  rather, 

g i ve or impart to them an i mpact greater than that which .  they wou l d  have 

i f  the med i um had not exi sted to promote them . Pri nt  stres ses l og i c  

and l i near ity ,  and therefore th ose events and persons who uti l i ze these 

qua l i ties i n  the i r  bei ng . Li kewi se ,  tel evi s i on today i nherently 

emphasi zes s imu l tane i ty--exi s tentia l i sm ,  i n  a sense--and thus tends to 

dwel l on persons and events whi ch are express i ve of thi s q ual i ty .  

The Speatator a lso  parti al ly  answers such  questi ons as how to 

unders tand the effects and aes thetics  of te lev i s i on ,  fi l m , and other 

vi sual med i a  that have come to repl ace pri nt as the centra l med i um of 

our cul ture . I n  many ways , the Tatler and Speatator were the tel e­

v i s i on and/or fi l m  of the i r  day , i n  as much as they were devoted 
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pri mari ly to enterta i n i ng and i n struct i ng the publ i c  i n  i ts everyday 

l i fe . Just as tel evi s i on structures our l i ves today- -determi n i ng when 

we wi l l  eat ,  s l eep , tal k ,  be s i l ent , not to mention what we th i nk and 

feel --so pri nt or the press structured the l i ves of eighteenth-century 

Eng l i s hmen . The Spectator , es pec i al ly ,  was very much a part of that 

structur i ng process , provi di ng "content , .. as i t  were , for the medi um 

certa i n ly ,  but al so  s ubtly contri buti ng to the orderi ng and manneri ng 

of l i v i ng :  i t , too , hel ped determi ne when a s  we l l  as how men ate ,  

s l ept ,  ta l ked , or were s i l ent .  

And ,  1 i ke te 1 evi s i on prograrmli ng , ·the Spectator co nformed i n­

wardly to the characteri sti cs of an ol der medi um, i n  thi s  case speech , 

but ou twardly  i ts message was that of a new med i um ,  the medi um of pri nt ,  

with i ts message of uni formity ,  regu l ari ty ,  · l i neari ty,  and segmentati on . 

Thi s message carri ed i nto the very marrow of ei ghteenth century Engl i sh 

urban society ,  ju st as the message of tel evi s i on--s i mul tane i ty- -

i s  at the heart of modern soci ety .  

But perhaps the mos t  i mportant of al l the i ns i g hts the Spectator 

offers us i s  i nto the nature of our percepti on of the wor ld  today . I t  

i s ,  or shoul d b e ,  abundantly cl ear by now that pri nt no l onger i s  the 

keystone i n  the center of the spectrum of med ia  that covers the worl d . 

• • • the only pri nted text that seems true to many readers now 
i s  not the fi ne wri t i ng of someone l i ke Agee , but the raw un­
l i terary record-- unedi ted ta l k  of peopl e i nto tape recorders , 
fragments of subl i terary documents ( court records , l etters , d i aries , 
_etc . ) .  There i s  a rancorous s us p i c i on i n  Ameri ca of anythi ng that 
seems l i terary . (Not to ment i on a growing  rel uctance on the pa rt 
of young peopl e to read anyth i ng that does not cater to them-­
readi ng matter i ncl udi ng subti tl es in forei gn movi es and copy 
on a record s l eeve as wel l as novel s and essays . )  The Carlyl ean 
strut of Norman Mai l er • s  pres ci ent chroni cl es of the Ameri can po l i ­
t i ca l  madness may wow the over- thi rty- five set , but younger peopl e  
prefer the bri l l i an gush of Rol ling Stone 's Hun ter Thompson , whose 



tal ents. as an analyst of Ameri can pol i ti cs ,  both pres identi al 
and cul tura l , are as di sti ngui shed and baroquely paranoi d as 
Ma i l er ' s ,  but who takes c�re to wri te in a sel f-deprecati ng 
sl oppy , s ub-l i terary way . 

Th is  11S Ub- l i terary 11 styl e ,  descri bed here by Sontag , i s  i n  fact one 

1 44 

effect of el ectron i c  med i a  on our cul ture . The pri nted wo rd i s  now bei ng 

mani pul ated to mani fest ontol og ical ly the s i mul taneous message/massage 

of tel evi si on :  

Li beral  arts schol ars , espec i a l ly i n  Mcluhan ' s  fi el d ,  Engl i s h 
l i terature , start out i n  graduate school i n  l i ttl e cubi c l es ,  
known as carrel s ,  i n  the stac ks of the uni vers i ty l i brari es 
wi th nothi ng but a coupl e of metal Kl ampi ton shel ves of books 
to susta i n  them , si tti ng there ma ki ng schol arly anal ogi es-� 
detecti ng s i gns of Rabel a i s  i n  Sterne , · s i gns of Byron- -wou l d  
you bel i eve i t? i n  Thoreau , s i gns of Ovi d i n  Pound , s i gns of- ­
ana l ogies--hunched over i n  s i l ence wi th on ly  the far-off sound 
of Magg i e ,  a Gi rl of the Stacks , a towni e who puts books back 
on the shel ves--now she i s  al l r i g ht , a l i ttl e l ower-cl ass-puffy 
i n  the nose , but--only the sound of her to i nject some s tray , 
sport thoughts i nto th i s  i n tensel y  i sol ated regi men . 3 

Th i s  i s  how one of the mos t bri l l i ant  of these twenti eth-centu ry .. gus hers , . .  

Tom Wol fe ,  understands the creati ve m i l i eu of the l i terary schol ar  . .  

Addi son and Steel e understood pri nt the way Wol fe , Thompson , and 

other such wri ters understand tel ev i s i on ;  they were perhaps the fi rst 

of centuri es of wri ters and readers who understood the uni fonni ty ,  · 

l i near i ty ,  i nfi ni te respectabi l i ty of the pri nted word i nsti ncti vel y ,  

ontol ogi cal l y ,  exi s�enti a l l y .  Now those readers are gone and those 

wri ters are goi ng .  More and more the  arti st  wi th the greatest  i mpact 

on our soc i ety is the one whose fundamental tool i s  not the pri n ted 

word : the fi l mmaker , the envi ronmental scul ptor,  the photographer and 

2sonta_g ' 1 1Shooti ng Ameri ca ' II New York Review of Books ' 21 ( Apri 1 
1 8 ,  1 974) ' 23 . 

3Tom Wol fe ,  1 1What i f  he i s  ri ght? 11 repri nted i n  MaLuhan: Hot 
and CooZ , ed . Gera l d  E .  Stearn ( New York � Di al Pres s ,  1 967 ) , p .  45 . 
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musi c i an .  Tennyson i n  h i s  day had a tremendous and i mmed i ate i mpact on 

his soc i ety and cul ture ;  today , the only poet who can match anywhere 

nearl y h i s  popul ar  stature i s  Rod McKuen--that i s  the state of the 

pri nted ·word i n  the modern worl d .  

Si nce the day that Sputni k  orbi ted the worl d and thereby put i t  

i nto a man-made contai ner,  nature has been repl aced by envi ronment . 

Nature i s  no l onger somethi ng apart from us  but rather a part of us , 

and we a part of i t ,  a nd thus there can be no more spectators on the 

gl obe , only parti ci pants . 4 Everythi ng i s  now a medi um ,  from our tel e-
. 

v i s i on and news papers to our cars and homes , and each expresses some 

b i as to the part i ci pants i n  i t ,  bi ases whi ch often cl ash and appear 

i ncomprehensi bl e .  

They are not i ncomprehens i bl e ,  however ,  i f  we can only see and 

understand them for what they are , i . e . , medi a , envi ronment; but i n  

order to do thi s  we must fi rst have at our command the too l s  of compre­

hens i on i tse l f ,  the med ia  that g i ve us access i nto and structure human 

sens i b i l i ti es and experi ence . One of these tool s ,  i f  no l onger the 

tool , · i s  the pri nted word , and we must be abl e to parti ci pate i n  i t  

or i ts equ i va l ent befo re we can hope to parti c i pate i n  our envi ronment. 

Interpreti ng the spectator can hel p us do j ust that . · 

11The task of i nterpretati on  .. R ichard Pal mer wri tes , 

i s  that of bridg i ng  h i stori cal  di stance .  When i nterpreti ng a 
text from a past age , the i nterpreter does not empty h i s mi nd 
or l eave the present absol ute l y ;  he takes i t . wi th h i m  and uses 
i t  to understand i n  the di al ecti cal encounter of hi s hori zon with 

4
Marshal l Mcluhan ,  11At the moment of Sputni k the pl ant became a 

gl obal theater i n  wh i ch there are no spectators but only actors , .. 

Journal of Communication� 24 : 1  ( Wi nter,  1 974 ) , 49 . 



that of a l i terary work . The i deas of hi stori cal reconstructi o n ,  
or knowi ng the past so le ly  i n  terms .of i tsel f, i s  a romanti c 
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myth ,  an i mpos s i b i l i ty l i ke the i dea of ' pres uppos i ti onl ess 
i nterpretati on . • There i s  no s uch th i n g .  Li terary i nterpretati on 
must ,  l i ke theol ogical  and l egal i nterpretati on ,  rel ate to the 
present or d i e .  That i n  l i terature whi ch cannot b e  rel ated to us 
s tand i ng i n  the present i s  dead . The task of i nterpretation may 
i n  some cases be to take what seems to be dead and to show i ts 
rel ati on . to the present , i . e . , the present hori zon

5
of expecta­

ti ons and the present worl d of sel f- unders tand i ng .  

What i s  i mpl i ed here i s  that we conti nual ly s tand at the apex o f  

h i s tory and that the constant buffeti ng  we rece i ve from the encounter 

w i th experi ence there di scl oses a new exi stenti al unders tand i ng of our 

worl d .  We deri ve meani ng now more from th i s  raw experi ence than from 

i deas : 11The bas i c  uni ty for contemporary art i s  not the i dea , 11 Susan 

Sontag announces , 1 1but the ana lys i s  of and extens i on of sensati ons ( or 

i f  i t  i s  an ' i dea , • i t  i s  about the form of sens i b i l i ty . ) Ri l ke descri bed 

the arti st as someone who workd • toward an extens i on of the regi ons of 

the i nd i vi dual senses;  ' Mcluhan cal l s  arti sts ' experts i n  sensory 

awareness . • 1 16 

Wh i l e  one mi ght read i l y a�ree that twenti eth-century art i s  not 

concerned pri mari ly w i th i deas , one woul d a l so hasten to poi nt out 

that such a s i tuat ion  i s  certa i n ly  not the case of art pri or to th i s  

century;  we can be sure that i deas are very much a part of the compos i ­

t ion  o f  l i terary works before our day . Li terary anal ys i s  so far has been 

di rected pri mar i l y  toward i sol ati nQ these i deas ,  bri ng i ng them i nto 

sharp focus--as near to bei ng phys ical ly vi s i bl e  as we can make them--

5Ri chard E .  Pa l mer , Hermeneutics : JntePpretation Theory in 
Saheiermaaher� Dilthey� Heidegger and Gadamer ( Evans ton : Northwes tern 
Uni v .  Pres s ,  1 969 ) , p .  251 . 

6sontag , Against IntePpretation ( New York : Farrar,  Straus and 
Gi roux ,  1 965 ) , p .  255 . 



s tandi ng  them before the mi nd ' s  eye so that they may be understood . 

Th is  whol e  process , as Mcluhan h as poi nted out ,  i s  v i sua l ly bi ased ; 

i deas themsel ves are the product of l anguage , the product of the ki nd 

of vi s ual l i near th i nk i ng  ca l l ed reason that was the d i scovery of 

Pl ato and Ari stotl e .  I ndeed , Pl ato h i msel f demonstrated the vi sual  

l i near qual i ty of reason w i th h i s  use of the metaphori c i mage of the 

cave to i l l ustrate the concept of the i dea . 
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But , as Sontag al so notes , "A  great work of art i s  never s i mpl y 

( or even mai n ly )  a vehic l e of i deas or  of mora l senti ments . I t  i s ,  · 

first  of al l ,  an object modi fyi ng our consci ousness and sensi bi l i ty ,  

changi ng the  compos i tion , however s l i ghtl y,  of  the  humus that  nouri s hes 

al l spec i fi c  i deas and sentiments . • . . A work of art does not cease 

bei ng a moment i n  the consci ence of manki nd when moral consci ence i s  

understood a s  on ly one o f  the functi ons o f  consci ousness "  ( p .  255 ) .  

There i s ,  i n  other words , · another encounter we have w i th a work of  

art that precedes the  ideati onal  encounter . Th i s  pre- i deati onal 

encounter necessari ly precedes l anguage al so ,  s i nce l anguage generates 

i deas ; hence i t  cannot be understood i n  terms of vi sual l i near thi nki ng .  

That th i s  encounter i s  not unders tood in  those terms , however ,  does 

not mean that i t  is not understood . We can and do comprehend l i terature 

on a primi ti ve onto logi cal l evel that i s  vague , total , mul ti - l ev� l ed ,  

non- l i ng�al , s i mu i taneous . Thi s comprehensi on i s  expressed vari ously 

as emotional res ponse , i ns pi rati on ,  the " l ove "  of l i terature . I t  i s  a 

subj ect ive encounter , and because i t  does not readi ly fi t the vi s ual  

l i near terms of  our th i nki ng , we have unti l now tended to di scount i t  

i n  our seri ous consi derati ons of l i terature .  

I nterpretat ion carr i ed on  at  the pre- i deati onal l eve l must  be 
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an experentia l  encounter w ith a work , one that i s  personal , subj ecti ve , 

i ntimate . " Enve l op ing and pervadi ng the whol e area of the mi nd , "  F .  M .  

Corn ford reminds us , " 1  i ke a subtl e and penetrating ether , there i s  a 

man ' s  phi l osophy of l i fe--a factor whi ch does not obtrude i tsel f at any 

parti cu l ar moment, for the reason that i t  i s  a lwa ys and everywhere 

present . In  order to detect i t , to guard agai ns t  i t , he woul d have 

to go outs i de h imsel f . "7 And i t  i s  the past that bequeathes to us our 

ways of see ing ,  our i ntenti ons and preconcepti ons . We move and exi st 

i n  a wor ld  of understand i ng that is hi stori ca l l y  formed . We encounter 

another worl d of understand ing  when we confront a work of l i terature ; 

thi s worl d i s  not enti rely  d i sconti nuous to our worl d ,  mere ly  d i fferent . 

Indeed , i f  we experi ence th i s  new worl d s i ncere ly ,  we wi l l  f ind our 

sel f-understandi ng deepened , for the encounter suppl ements and augments 

our own h i s tori ca l l y  formed understand i ng .  Thus to read a work of 

l i terature i s  to parti ci pate i n  a tru ly  h i stori ca l experi ence ( Pa l mer , 

251 } .  

That i s  the ki nd of h i story we are attempti ng to bri dge here .  

It  i s  not so much a matter o f  bri ngi ng together two worl ds separated 

by years but rather a matter of l i nki ng two worl ds separated by 

experi ence . Spec i fi ca l ly ,  i n  th i s  study we have brought the experience 

of our wor ld  exi sti ng i n  the present together wi th that of the worl d of 

the Spectator existing also in the present . 

We have used as l umber for our bri dge certa i n  1 1 probes , "  espec ia l ly  

those of Marsha l l  Mclut1an .- They have been used i n  the manner i n  wh i ch 

7cornford , The Unwritten Philosophy and Other E ssays ( New York : 
Cambri dge Uni v .  Pres s ,  1 967} , p .  2 .  
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he meant them to be used--that i s ,  · not as authori tati ve ru l es or d i ctates 

but as s parks that mi ght fi re up tra i ns of thought and l a unch thei r 

own probes . I t  i s  an i nd i rect approach to some extent , a "mosa i c "  

approach i f  you l i ke ,  whi ch seeks to co-ordi nate exi sti ng v i ewpoi nts 

rather than set out a new one . I t  i s  a n  approach d i ctated by the need 

to avoi d d i scoveri ng the i deas pl anted impl i c i tl y  i n  a work of art by 

a d i rect rati ona l - - i . e . , v i sual l i near--assau l t on the work . That i s  

to say ,  s i nce l anguage a l l ows i deas to ex i s t ,  i t  shou l d  come as no 

surpri se that when one ana lyzes someth i ng rati onal ly  with l anguage he 

fi nds i n  i t  the i deas he was l ooki ng for .  By ou r very u s e  of l anguage 

i n  thi s manner ,  therefore , we demonstrate on ly  that we presupposed the 

i deas were there to beg i n  wi th ;  we l ook , al though we know a l ready 

what we wi l l  fi nd . 

But  l anguage used i ndi rectl y ,  l i k e i ndi rect l i ghti ng , can i l l umi nate 

the boundari es of the encounter w i th a work of art . I t  i s  a process of 

us i ng l anguage but not a l l owing  i t  to use us . Spec i fi cal l y ,  thi s pro-

cess i nvo l ves setti ng down i deas or po i nts cl early before us , as i n  the 

tradi ti onal manner of ana lys i s ,  but i nstead of fol l owi ng the i dea to 

i ts l ogi cal concl us i on-- i . e . , a l l owi ng  it to l ead us to a predetermi ned 

vi sua l l i near goa l - - i t  i n vol ves ci rcl i ng back to another di fferent poi nt ,  

and another and another . I n  the end we have made a seri es of po i nts , 

bu t poi nts l eft unconnected--a mosai c ,  i n  other words . 

The reader then becomes a parti c i pant, ·engaged i n  the process of  

connecti ng these poi nts w i th po i nts i n  h i s  own pers onal worl d ,  reveal i ng 

ul tima tely the profi l e  of hi s experent i a l  encounter wi th the work of 

art.  It  i s  a process that is  very much l i ke a ch i l d 1 s  connect-the-dots 

game , only w i th the dots l eft unnumbered . The profi l e  of our encounter 



1 �  

with the speotator so far seems to turn on these poi nts: · ( 1) the 

centrality of the eye or of vision to the sensibility of the eighteenth 

century , and ( 2 )  the ability of print to render the · ontology of vis ion 

in physical terms . In  th i s  encounter we can see how the world of the 

speotator as it is experienced in the present (point 1) moves within the 

hori zon of our world experienced also in the present (point 2 ) . 

As the world grows smaller and its people closer together, the 

need to integrate all human experience grows larger . Participation 

in the experience of the speotator is only a small part of this inte­

gration process ; nonetheless , it is a valuable part , for not only do 

we learn more about our own experience in the present from our study 

of it , but the very study itself demonstrates an approach to li terature 

that can .expose its .insights to more of our contemporary culture than 

ever before. This exposure cannot but enhance and establis h the value 

of the printed word to the contemporary culture . In addition, it also 

sati sfies the pr imary responsibility of interpretation that the scholar 

bears by giving wor ks of the literary medium continued life in the post­

literate age . 
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