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PREFACLEL.

TuE chief ellect of improvement 1 arts
and sciences is in their simplification, and
consequent greater diffusion, giving 1n-
creased advantages to subscquent writers,
who may condense more than their prede-
cessors, and at the same time be cqually well
or better understood. The business, there-
fore, of an Author js to cndeavour to keep
pace with the philosophical allamments of
the age, which conlinually requires inercased
precision, a shorter method of reasoning,

and logical deductions as conclusive as those

whaich
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which are purely geometrical. Such deduc-
tions, however, cannol be hoped for, or even
attempted, in a work on Painting, as there
is no written language in which pictorial
ideas can be definitively expressed. Perhaps
the Author, aware of this great difficulty,
may be thouglit too brief m those places
which relate to the philosophy of the art;
butl if, where he may not have succeeded
in conveying definite ideas, he may have
supplied malter worthy of thought, he trusts
that his work will be of some benefit {o the
Amateur, the Arlist, and general reader.
The Author has essayed to place some
things in a new point of view, and although
he has borrowed freely, he believes that
much onginal matter will be found, useful
towards directing the student to a right

. mcthod
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method of estimating ihe dificullies of thus
art, and for assisting to remove most, 1’ hot
all, by shewing that {he mind must perform
what 100 many think is to be accomplished
by the hand.

In the practical part, a coplous set of tints
is arranged as an Index, 1n order lo save as
much as possible the time usually devoted to
the elementary department of colouring: (o
these the student can refer, as he would to
a dictionary for the explanation of a word.
The assistance afforded by a few carelul in-
speetions of this Index will makeo the student
acquamled with a greater number of mixed
colours, than he would probﬂfhly acquire 1n a

practice of many months.

The Author begs to add, that he does not

allempt the difficult task, of superseding the

neeessily
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necéssily of a toacher i the practical part,
believing 1t 1mpossible Lo lay down in writing

a code of rules sullicient {o supply the place

of oral communications, or to explain the
manner of doing some things, thai depend
entirely on a [lacilily of hand acquired by

long practice, and which must be seen to be

nnderstood.
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ON TITUEG

TIHEORY OTF PAINTING.

FXTPLANATION
o1

TERMS USIED IN PAINTING,

Accerssarins are adjuncts inbroduced into o
pleture, to give relicl and heanty, without heing
absolutely neeessary Lo the subjeet represented.

Accrpoyts, AccrnprNTaLs, arce lights, objects,
or small groups of ohjects, &e., suggested by
convenience, #nd introduccd as after-thoughts,
not having been included in the oniginal com-
position of the picturc. These assist mateially

the cffect, but are too trifling to be enumerated .
1 in
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in the construction of the picture ; as smoke,
drops of water on flowers, lights amongst clusters
of leaves, weeds, &ec,

AnriQuE is a term applied to paintings and
statues, basso relievos, medals, intaglios, or en-
oraved gems, such as were wrought by the
Greeks and Romans, from the time of Alexandey
the Great until the commencement of the dark
ages, It was previous to this period that the
arts had bcen carried to the greatest perfection
among the Greeks and Romans.

Artritupe, in panting, comprehends all the
motions of the body, and disposition of the limbs
of o figure., From the attitude we learn the
action in which a figure is engaged, and some
of the sentiments zlllapesed to be felt by it.
The choice of attitudes ought always to be such
as 1o display the most beautiful parts of the
figure, and to give grace to the action, and is
one of the principal excellencics and difficulties

of grouping,
Brrapri.
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Breaprtu., By this word we generally imply
that the lights and shadows, also colours, arc
Jarranged in masses, by which grandeur of effect
and cxpression ig oblained, Correggio excelled
in this impressive quality, Breadth is completely
destroyed by small detached lights and shadows,
scattered irregularly throughout the picture.

Back-erounp is a term given to the space
behind a portrait or group of figures, and upon
its happy arrangement depends much of the effect
fF a picture, SirJoshua Reynolds was exiremely
fortunate in his choice df back-grounds, which
arc generally clegant and appropriate; and the
value thal Rubeus placed on this oo {requently
neglected part may be learncd by the [ollowing
anecdole. Being requested (o take a young artist
under his instruction, he was informed, by way
of recommendation, that the youth had already
madc some progress in the art, and would be able

o assist him considerably in painling his back-

grounds. Rubens replied, that il he were really
n 2 capable
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capable of painting back-grounds well, he required
very little instruction,

Crnanrcep is a term frequently applied to an
exaggerated outline or atlitude, excecding the
natural proportions or position of a figure, and
is applicable o mauny of the designs of T'useli as
well as some others, though there are few speci-
mens of it in the ancient statucs.

Mipore Tint, as the words imply, are those
tints which are equally removed, or nearly so,
from light or darkness.

Distemrrr is o mode of using colours mixed
with any kind of size or other glutinous sub-
stances, and was in use before the discovery of
ol painting in A.D, 1410. Of this mode the
cartoons of Raffaelle are the finest remaining

specimens.

Deyw~zss implies that meagreness of style and
contour which was the defect of the carly painters
in oil, the colouring hard and flat, the outline stiff

and ungraceful. The paintings found in some
of
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of the Egyptian tombs are extrenme specimens of
this term.

Errcancn expresses that happy union of skill
and faste, where an artist embellishes objeety in
form and colour without departing from the pro-
nricty of nature, That this quality does not
always depend upon correctness of outline, the
works of Correggio and Sir J, Reynolds have
strongly evinced.

ForesnonTeNiNG, When any figure, or por-
tion of a figure, or any other objeet, is so placed
that s length appears diminished, it 1s called
foreshortening,  Thus a figure cextending an arn
fowards the spectator, the arm becomes {ore-
shortened.

I'rusco is a mode ol painting with walere
colours on plaisier or mortar beflore it becomes
quite dry, when the colours, being incorporated
with the plaister, retain their freshness for ages,
Of this modo scveral specimens are yol in  exis-
lenee, discovered in Ierculancum and Pompeii,

Gro1Esqur
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GRrOTISQUE I8 a term applied to those paintings
where the imagination has been consulted instead
of natural forms, as in subjects like the temptation
of Bt. Anthony, where non-descripts of the most
uncouth shapes are depicted. Tormerly the term
was principally given to the antique paintings or
ornaments which were discovered on the sides
of grottos, and which were usually of tliis
class.

Grourrne is a combination of figures, animals,
or objcets.

IIarmony, as applicable to painting, means
the proper agreement with each other of colours,
lines, lights, and shades, and indecd all the com-
ponent parts of a picture.

Locar Corours are those, which most pre-

~dominate, belong to, and particularly characterize
any object or part of a picture,

M awwrr is the characteristic style of an artist
by which his works are generally known; but by

acdhering
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adhering too closely 1o one mode of painting,
the works of an artist become too manncred.
This is a great fault when carried far

Rerizr, in painting, is the proper detachment
of one object from another, as a figure from ils
ground, &ec., so as to give to every portion of
ihe picture the character of truth and nature with
distinctness.

S1yLn cannot be betier defined than it has heen
by SirJ. Reynolds, who says, that ““ in painting,
“ siyle is the same as in writing; a power over
‘“ materials, whether words or colours, by which
‘““ conceptions or sentiments are conveyed.”

Town is most commonly used to denote the
depth or brilliancy of a painting, and is very
generally used in place of harmony, Thus, if
some part of a painting be said to be out of tone
with the rest, il is meant that eithor the colours,
lights, or shadows, do nol agree with the sur-
rounding lints, or do nol truly represent the

distanco
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distance at which the objects ought o appear.
The word tone is also often used for the prevailing

hue of a painting, represcenting the impression of

particular effects.
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GENERAL REMARKS,

- — =

Amowc the great number of artists that have
lived since the revival of painting, it is remarkable
how few stand in the fiist class of their profes-
sion, For ihis there must be a causc nol wholly
consisting in the difficulties of the art; and one
cannot but be of opinion, that some mistake hag
constantly pursued this large majority, and pre-
vented them from perceiving in whal the chicf
intention of painting consists, as very many, with
minds powerful and compotent io 1he greatest
excriions, have failed.

That it has diflicultics when carried (o any ex-
fent
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ient will readily be admitted, if we consider that

a proper knowledge of it includes an acquaintance

with the cxternal, and often internal propertics of
all vigible things, and these under every possible
aspect and impression,

There can be little doubt but that onc great
source of error arises from belicving the art to
be something that depends only on a ready use
of the hand ; that o brilliant or a subdued set of
colours, a rich fulness of penciling, and some
other things included under what is technically
* tormed handling, compose the chief exce]lenci@s
of painting; in short, placing in the manipulations
of the art its sole merit.

To the success of those who continue under

this misapprehension there is an impassable bar-

rier, at which, with diligence, they are not long
in arrivin:g; but for those wlo, fortunately escaping
this wrong notion, have been persuaded that
the intention of painting is altogether an. effort
of the mind and not.of the fingers, an En]imited

progress
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progress and constant improvemont 1s opencd,
ending only with {heir lives.

The Artist certainly has to lIearn the fluent
use of his means, as persons learn to writc; but
he should not make so fatal o mistake as to con-
sider the means as the end, but whilst lcarhing
the language of his profession, at the same time
he must endcavour to find out those principles in
all things thai have any similarity in their uscs,
and which may be swiable to all the various
classes of living beings, as well ag lifeless malter
operated upon by Nature,

Quintilian (lib, vii. cap, 10) appears to have
known this, for he observes thal, by several
‘“ examples, the order and connexion of things
‘. must be shewn; that by continual practice we
““ may still pass on to things of like nature, for
“ it is impossible to explain all things that can
** bo imitated by art, ncitheris there any painter
““ that has learned to imitate all things, but having
““ once f‘)grceived the {rue manner, he will easily

“ ablain
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“ obtain the similitude of such things as come
‘““ hefore him.” Now this ‘“ true manner” is of
infinite importance: nor can it be obtained by
any labour of the hand, being dependant alonc
on judgment, or a right mode of seeing and think-
ing ; and when we are so fortunate as to hit this
happy method, we discover that Nature’s prin-
ciples of working arc based upon the most perfect
and solid reason. Such is the yielding resistance
offered to the elements by every plant, with a
sufficient and appropriate adjustment, as the plant
inereases; giving a similarity and beautiful fitness
of construction to all vegetable matter, We find
this in every thing that Nature does, from her
chemical operations on what is considerced inert
matter, to the construction of the most intelligent
beings; and it is the discovery of this reasoning
power in the formation of things at which we
must aim, for without it all the mechanism of |

lines and colours, or dexterity of hand, will he

labour in vain,
This
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This kind of knowledge is obtained {from
Nature only. There is another kind, which is
to be gained from studying the works of our
predecessors; and by observing carefully how
they arranged their materials for a picture, we
speedily lecarn that some modes are better than
others, and that in all the different modes, a very
accurate attention to the linecal and adrial per-
spective is one prominent and leading feature;
that the proprieties and decorum of life are
always obscrved. If onc of o group he repre-
sented speaking, others who arce neai'_ him are
not also represented speaking; or if some arc
inattentive, they are removed a little way from

the chief actors.

Thi {eelings and passions are also to be ex-
presséd with a suitableness to the character of the
figure depicted: thus the griefs and pleasures of

the humbler classes must partake in a proper

degrec of their boisterous nature; yet wo are not
entirely to cut them ofl' from the power of cxpres-

sing’
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sing themsclves with grace, and even sometimey -
with elegance, In the same maunner, although wo
give to the higher classes their characteristic
suavity and gentleness of demeanour, we must
add to this, on some cxtraordinary occasions,
more energy of action than the strictest decorum
perhaps might allow to their rank. But in all
these things neither the painter nor the poet can
have any limitation pointed out {o him: that tact
proceeding from a highly cultivated mind, which
by increased sensibility more readily receives
impressions, tells both poet and painter that he
can only succecd on onc grand prineciple, and
that success in their art will depend, as Cicero
says when speaking of oratory, on their insight
into the nature of ;nankind and all the powers of
humanity.

The knowledge of colours, and the various
modes of using them, is not the end, but rather the
beginning of painting. They are the artist’s lan-
guage; fortunately an universal language, which

nll
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all nations can read. Ile must Icarn {o express
himself in it with ease, distinctness, simplicity,
and graccfulness, and he must be careful that
the whole intention of the pictureis expressed in
a temperate and chastened style, as far removed
from ostentgtionsness and affectation as {rom
mawkish insipidity ; infusing a proper degree of
energy, and yet not too much, for even in a storm,
or the raging of the most vehement passions, o
sober dignity is to be preserved. By these means
the finer distinctions of character may he marked,
which in a more vulgar style would be entircly
lost or unseen,

Dryden, criticising in dramatic writers the ab-
sence of thif necessary sobricty (and probably
alluding to Nat. Lee), says, ¢ Another had a great
““ genius for tragedy: following the fury of his
““ patural temper, he made every man and woman
¢ too stark raging mad; there was not a sober

““ person to be had for love or money., All was

" tempestuous and blustoring, IHeaven and earth

Cwere
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‘“ were coming togelher al every word, a mere
¢ hurricane from beginning to the end, and cvery
“ aetor seemed to he hastoning on to the day of
‘“ judgment.”

This exuberance, or more striclly speaking,
vulgarity, so disagrecable to nature,zand the few
whose opinions being formed upon philosophical
principles are al?no worthy of atlention, can only
be checked by frequent practice in copying, which
will strengthen the memory, correct the eye, and
aid in forming a style: also tho mind, by this kind
of practice, if we may be allowed an cexpression
borrowed from our art, becomes toned down to a
henlthy state; its redundancics are corrected ;

wrong idcas, like chaff, are thrown to the surfacc
and discarded imperceptibly; a precision and

terseness. in the languago of the art is gained, hav-
ing for its foundation a modest simplicity, to which
grace and clegance most readily unite, making,
altogether that best compound of skill recom-
mended by Horace, in which artis:not pcrceptilole.

A™ery
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A very {frequent anomaly 1s found in some who
can judge well of the works of others, yet who can
neither perform well, nor say on what principles
thoy found their judgment. These we gencrally
find ascribe the success of the fortunate to some-
thing not aotuired, but innate, which they call
genius; forgetting, or never having learned, a
valuable precept of Sir J, Reynolds, that whatever
is cdone well is done by some certain rule, other-

wise it could not be repeated; an obscrvation

containing so much iruth, so much instruction,

and so strongly inculeating the necessity of me-

thod, that it ought always to be remembered.
This rule for doing well is only to be found in
the works of thosc who have become eminent,
and from them we must borrow, as the largest
stock of individual knowledge is small, when com-

pared with the grand bulk or treasury of human

lcarning which has been transmited to us in
various ways; and from this we must continue to

borrow until we may be able to resiore the debt.
¢ Ir
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If we can then add a few grains, or a single
grain of information to that alrcady amassed,
whether 1i be in painting or any other science,
society will have received an advantage.

As the improvement of any of the sciences or
arts carries also improvement to all the rest,* it
would be of some advantage to them, and cer-
tainly of great and beneficial use to pamnting, were
it allied to classic literature by academic honours
in our Universities. Music and poctry have there
their professors, and it may be hercafter discovered,
what to manyis already known, that o knowledge
of drawing and painling can assist somae of the
most important sciences,

An orator, who will well examine the prinei-
ples on which a good picture is consiructed, may
find many valuable hints which written preecepts
cannot supply. The medical practitioner, in the
study of pathology, has fo depend much on a

refined

* @ There is no art witich Is not olther the parent or neay relation of
‘“ tnother, "~ Te tullran,
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refined power in the diserimination of colours
and tints, with their various g‘?‘%t[.{illiﬂlls. How fre-
quently he learns more from these than any thing
the patient can tell him ! Perhaps; whilst young,
he may be startled by the deceplive appearance
which mere change of dress will give; as when
a florid patient has increased the colour in his
face to more than a hectic flush, by simply
putting on a dress of a powerfully contrasting
colour, and by other changes of a similar
nature,

That the study of Nature is calculated to give
the truest ideas on subjecls of the greatest utility,
necds no enforcing; yet we cannot resist the satis- |
faction of giving a remarkable {act in illustration,
" When Smeaton and his predecessors had tried
in vain to make a permanent light-house on the
Eddystone rocks (which lic out in the sea aboul
fifteen miles from the coast), alter considering with
dismay the rapid destruction of prior edifices, a
happy idea occurred to him, by the adoption of

¢ 2 which
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{

which he has been rewarded in the duration of his
building up to the present tume, He had the good
fortune to perceive 1t necessary, i a place where
Nature works with terrific force, to oppose those
convulsions with one of her own forms, and dis-
carding the prejudices of science in the search, he
took our strongest tree, a tree grown in the same
climate, and amidst similar storms, for his instruc-
torand his guide, ** He conceived the idea of hig
«« edifice from the bole of a large spreading oak.
“ Considering the figure of the treo as connected
““ with iis roots, which lic hid below the ground,
““ Mr, Smeaton observed that it rose from the
“ surface with a large swelling base, which at tho
““ height of one diameter is generally reduced by
‘“ an elegant concave curve, to o diameter Iess by
“ gt least one-third, and sometimes to half its
‘“ original base; hence he deduced what the shape
““ of a ¢olumn of the greatest stability ought to be,
““to resist the action of external violence, when,
“ the quantity of matter of which it is to be com-

‘“ posatl
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“ posed is given;” adding, were it wanted, addi-
tional proof, ihat whatever is success{ully attained
in any of the arts or sciences hasits first elements
taken from Nature,

An Architect without a very refined knowledge
of drawing, must be classed among the handicraft
occupations of stonemason and bricklayer; for
architecture is nothing more than drawing or de-
sign made manifest in some kind of building
materials, added {o a practical knowledge of the
malorials employed.

In"the splendid ruins of ancient temples, and the
morce perfcet remains of gothic structure yet oxist-
ing, there arc abundant and intrinsic evidences of
the dravghisman and builder being one person.
The perfect unity of design and execution which
pervades these remuins, is alone sufficient to prove
it 3 and it must be regretted, for the sake of archi-
tecture, that at the present day the dravghtsman
and builder are so [requently separate persons, as
the odium, should there b*auﬁo for-any, is teo

casily
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casily shifted from one to another, and ihe merit,

when 1t exists, is either too much divided to
possess any real value, or perhaps absorbed by the

one least entitled to it.
Painting is the least generally understood of all

the arts and sclences, and the reasons are obvious,
The first arises out of the ahsence of a well regu-
lated mstruetion in those places where instruction
in all liberal knowledge ought to abound ; where in
every other department of knowledge it is most
abundant; and where, if the proper study of paint-
ing or desigﬁ‘ing could be added, some students,
by it, might be induced to think, when all other
branches of learning, human and divine, had been
tried in vain, and thus occupy some of those hours
devoted by many to pursuits of a much less meni-
torious description,*

The exquisite charms of poetry and music ren-
der them worthy of all the honours they receive
in our universities; and were painting ag gene-

‘, rallx

s © Propter ignorantium artis, virtutes obscumantor,— Vitruvivs, B. v.
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rally undcrstood, it would be equally f{avoured,
for it has also its peculiar uscs and charms. Its
pleasures are conveyed to the mind through the
sight—a sense thal aflords to us the purest and
least alloyed of all our enjoyments; and most arc
aware, that knowledge acquired by vision is morc
perfect, and more lusting, than avy which is ac-
quired by the other senses.

In a pubfica.tion of the present year, paintidg is
denounced for ils abuse, by nations of freer habils
than our own. On this plea, many of the Gureck
and Latin classics might, with fav gr;atcr Yeason,
be also forbidden, which are still openly read and
studied in all our public and private schools as
well as the Universitios ; yot ho would be celled a
weak logician, who argued that we ought to reject
the benefits of literature, because it has been so fre-
quenily degraded by a licentiousness, too apparent
m many of the best classic and other anthors.

Another cause of the want of information on
paiting oxists in the greatédiiﬁcu]ty of finding

goud
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mood works for reference or study.,  Copies of the
best writers in poetry or prose arc o be had avery
where, and at prices that all can command, The
best musical compesitim‘}s are as easily obtained,
and the value of an opera or concert ticket will
also command specimens of the first performances
10 exeﬁutian. It is not so with painting: the
best arc only to be found in the galleries of
princes, the richest amateurs, or metropolitan
exhibitions. To become acquainted with these,
much valuable time must he employed, atlended
with cxpensive journics, Thus it is evident that
the chief works of art, as well as the true power
that painting possesscs, can ncver, in the present
statc of things, be so generally known as to include
them under the items of cheap or common know-
ledge.

When Alexander orderetl that all the Macedo-
nian nobilily should study this art,* he might.

have (in addition to a real love for it, doubtless

9 produced

* Pliny, Book xxxv, chapter 10,
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L

produced by seeing the works of his favourite
Apelles), some ulterior views or intentions, as to
jts uses in perfecting that invaluable qualification
in an officer, the military coup d'act/, on which not
seldom depends the sa?ety both of armies and of
nations.* |

Although our zcal would not carry uf'so far as
to make it compulsory, nor, like thatof the Athe-
nians in their admiration of painting, [o1bid the
study of it to people of servile condition, yet we
should be glad to sce it so understood among the
well cducated, that the feclings of even very mo-

derate judges might less frequently be offended

by the sight of works too often beneath contempt,
but

* Tt Is In tho tempest and i war that the potfoet naval officer displays
the value of that highest degree of tacl, which the cultivated mind only
can receive fiom exporience, when a single glaneo of the eye, followed by
pne short monysyllable of command, is to give lile or death fo lundreds of
human beings placed under his eare and moteetion ; wnd that drawing Is
the most valuable study for this 1¢finement and inetantansous disciimination,
which the eye must absolutely possese on eatiavsdinary oceasions, needs no
moof. Cleeto was awate of it when he eaid, ' Fow many things do
painters {melores ) see, whethor In shndows or o the highest lights, \#@Jh
nia not seen by us -Lib, ix, Academ, quest,
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but still to he found in many of the houses of the
opulent.

We shall conclude these general remarks by a
partial extract [rom a talented writer in the
Edinburgh Review for June 1829, on ¢ Military
‘““ Education,” Ile says,‘speaking of drawing,
““ independently of the practical applicatioils of
‘“ this art, it is a most important engine for 1m-
‘“ proving the faculty of observation as to all
‘“ ohjects of sight, and increasing the power of
‘““ momory for such object. The truth is, that {o
‘“ sec clearly what cxisls, is an art to be acquired
““ only by practice and experience. It is, in fact,
‘““ thus only that all our senses are matured in
““ those who possess the perfect use of them; nor
‘““ do we asay too much when we aver, that the art
‘““ of secing is never acquired in perfection for any
““ class of objects, except by him who has agquir-
‘“ed the power of representing them thﬂraugh
“drawing. They who have not reflected on the
¢ubject may bo startled at stich an assertion

““ hut
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‘““ hut, 1 reality, it is more the accurate know-
‘“ lJedge or discernment of forms that constitutes an
““ artist, than any mechanical power in representing
“ them, Whatever ordinary spectators may sup-
“ pose their knowledge of the form of any definite
‘“ object, of a piece of architecture for example,
~ ‘“atres, oran animal, 1s In truth very vague and
‘“ imperfect, and he who will make the trjal, so as
‘“ at length to draw what he was used to look at,
““ will soon convince himself that this is rigidly
“true. * * * The case is like that of tho
““ student of natural history, who habitually sces
‘“ 3 multitude of plan(s or insects thai escape the
‘“ jgnorant, though they may bo equally present
““ to the eyes of the latter, on which, in reality,
““ they make no morc impression than on the eyes
“ of the quadruped. Nothing, indeed, is pro-
““ perly or really secn, which does not convey a
“ distinet and definite idea, that may be recalled
““ or described in all its detail by the observer;
“and it is a metaphysical truth, that what is
cammcanl%
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«« commonly called a defective memory, is often

‘“ nothing but defective obsctvation, or the want

“ of impréssiuns originally definite and com-
‘“ plete,”

We may venture to acd, that if the study of
this art had no other recommendation than these,
of improving the faculties of observation and

memory, and of inducing a habit of thinking more

deeply on the visible works of the creation, and
through them of their great Creator, it would
still be worthy the fostering care granted to the
sciences, at those scats of learning, whose fiat
stamps them with a more current value, and

generally sanctions their pretensions in society.
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DESIGN, COMPOSITION,

AND @

INVENTION.

Iv some writers on painting, cach of these words
is made to comprehond the other two; by othors,
a scparate department is given cach of them: as
the outline to design, the placing of figures,
groups, &e. to composition, and the whole inten-
tion of the picture in all that rclates to the story
or subject, to invention,

Of tho outline little more can be said, than that
it ought to be perfect as to form, and agrecably
varied, so that there may he a sufficient and pro-
" per contrast kept up throughout the piece, Per-
fection of outline is a circumstance that rarcly

happens
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happens in any picture : indecd, some artisls have
been so indifferent on this head, that it might be
taken for a branch of the art bencath their atten-
tion ; whilst others have been so solicitous, as to
produce in their worksﬁthe hard appearance which
characterizes the earlier epochs of painting, That
the outline should be as correct as possible need
not be enforced ; but 1t most assuredly is a great
fault, \to display it so strongly as to destroy the
effect of those higher departments to which it is
only the first grade; for outlme alone, where

correctness is all that is sought, may be called
mecchanical, whilst the rest, in most cases, has to

proceed entirely from the mind.,
In arranging the outline or subject, we call to

our aid what is understood by composition, which
is so employed as to permit every interesting
object to be sufficiently devcloped, concealing, or
sinking into some kind of obscurity, those things

which are least necessary to the story.

If the subject be historical, the principal per-
SONALES
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sonages should be so placed that they and their
actions may be clearly understood. They are not
to be crowded; or if it be neccssary that they
should be surrounded by a multitude, they are to
be separated from the mass by having the chiof
light placed on them, and I;X leaving an opening
in the group in order to display this light, and
with it the chief actors in the picture. The
remainder of the figures are to receive light in
proportion to the share they have in the general
conduct of the piece.

Landscape outline, or composition of outline,
seems to be of little consequoence, if we may judge
from the practice of some of our best landscape
painters ; and perhaps it may be from this eircum-
statice that so few of the landscape painfers have
excelled, Not fully aware of the ulterior charms
in this department, they have been disconraged by
the absence of initiatory beautics in the outsct:
for it not unfrequently happens that a view yields

little more than a straight light, separating the
distant
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distant land from the sky; yet a subject as barren
as this will afford to the adept in chiaro-scuro and
colouring, an opportunity of shewing his strength,
as we sometimes see produced out of such simple
materials, extremely vivid, interesting and scien-
tific pictures. An outline that is well diversificd
and In a natural manner, will always be more
agreeablc to the eye .than a repctition of lines
without variety; for the sight is as soon displeased
or fatigued with monotony and repetition of forms,
as the ear is with the continual recurrence of the
same sounds ; and where the outline is deficient,
the artist has fo compensate for it by a judicious
arrangement of colours with light and shade,
Much stross has been laid on tho pyramidal or
other modes in the arrangement of lines; but

that arrangement which best conduets the sight

perspectively through the picture to the places
of intorest, and which happens to be the best
adapted to the subject, is the only universal rule

that can be given. A small number of rules for

AN 4
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an infinite varicty of subjects must very olten be
n crror, '

‘“ Composition, taken gencrally,” says Sir Joshua
Reynolds, * is the principal part of invention, and
““is far the greatest difficully the artist has to
‘“ encounter, Every man that can paint at all
‘“ can cxecute individual parts : but to keep those
“ parts in a due subordination, as rclative to a
“ whole, requires a comprehensive view of the art,
‘“ that more strongly implies gen-i us than, perhaps,
‘“ any other quality whatevey.”

We cannot but be of opinion, that tho landscape
painter has often to draw more largely from his
own resourcesithan the painter in any other branch.
1f this 1dea be correct, he has more frequent oppot-
tunities of shewing grealer powers in the imagina-
tive part of the art. Ile has the privilege of intro-
ducing every created thing in nature that inay
serve his purpose, and of adding historical ancc-
dote of the highest interest, or a pastoral stiory of

*the humblest kind, Il¢ may pourtray his figures

n with
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with all the cnergy that is suilable to the scene, or
he may sink them into any degree of insignificance

that their occupations seem tp require: in short, he

may make more episodes than is allowable in the
composition of a picture which Is purely historical,

Simplicity of construction in every branch of
painting will be found the best mode of making a
powerful impression. This simplicity is discoverjﬂ
able in all our best historical pictures, where the
greatest number of figures exist, as in the Cartoons
of Raffaclle, where the chief intciest is confingd to
a very small number of actors, In the piclures
of ¢ St, Paul preaching at Athens,’ and the ¢ Death
of Annanias,’ the most unlearned in painting will
be able to point out those parts which only hava
the greatest interest: the rest are merely acces-
sories, giving support to the piincipal action of the

plece by their expression and attitudes,

Richardson, in his treatisc on painting, describes
several pictures under the head composition, but

which might have heen described with more pro-

pricty
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priety under that of chiavo-seuro, did he not
include in the word composition almost every
thing belonging to the compleiion of a picture.
“ Tn the ¢ Descent from the Cross,” by Rubens,” he
says, ‘¢ the Saviour is the principal figure, This
““ being naked and about the centre of the pictare,

““ would have been distingnished as the heighten-

z ing of this mass of light: but not content with
““ that, and to raise it still more, this judicious
“ master has added a sheet in which the body lies,
‘“ and which is supposed to be useful to deliver it
““ down safely, as well as to carry it off afterwards,
“ But the main design is what T am obscrving,
““ and for that it 1s admirably introduced.”

In the following extract from the samo writer,
it will be seen that he allows colour, also, a prin-
cipal place in composition. ¢ Sometimes a figure
‘“ has to hold a ﬁlacu which does not sufficiently
‘“ distinguish it; in that case, the'attontion must
‘“ be awakened by the colour of its drapery or part
‘““of it, or by the ground on which it is painted,

n 2 ““ or
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““ or some other artifice. Scarlet, or some vivid
“ colour, is proper on such occasions. I think I
“ have met with an instance of this kind from
““ Titian in a ¢ Bacchus and Ariadne '* her figurc
““ 18 thus distinguished, for the rcason I have given.
‘““ And in a picture by Albano, our Lord is scen at
““ adistance as coming towards some of his discin.
‘“ ples, and though a small figure, 1s nevertheless
¢ the most apparent in the picture, by being placed
‘““ on a rising ground, and painted upon the bright
“ part of the sky, jusi above the horizon.”
The readiest way of making the composition of
a picture complete, certainly is that adopted by
Rubens, and recommended by bir J. Reynolds ;
which is, instead of boing content with a merc
outling, or an outline finished in light and shadec,
to paint the whole subject slightly from the first.
He says: ““This method of pédhting the sketch,
“ instead of merely drawing it on paper, will give
‘“ a facility in the management of colours-and in
+ % the

* Now in the National Gallery,
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‘““ the handhng, which the [ialian painters; not
““ having this custom, wanted. By habit, he will
‘“ acquire equal skill in doing two things at a
““ time, as in doing only one.

‘““ An artist, as | have said on another occasion,
‘““ if possible, should paint all his studies, and
““ consider drawing only ag a succedanenm when
“ colours are not at hand. 'This was the practice
‘“ of the Venetian painters, and of all those who
‘“ have excelled in colouring. Correggio used this
“ manner. The mecthod of Rubeng was to sketel
‘“ his composition in colours, with all the parts

““ more dotermined than sketches gencrally are,

‘“ ratouched the whole himself.

““ The painter’s operalion may bo divided into
 three parts: fle planning, which implics the
“ sketch of the general composition ; the, trans-
“ forring that design to tho canvas; and the
“ finishing or retouching the whole, If, for dis-

““ paich,
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“ pulch, the artist looks out for assistance, it is In
‘““ the middle stage only that he can receive it :
“ the first and last operations must be the work
““ of his own hand.”

The rules of composition for historical, as well
as landscape paintings, arc most quickly learned
by inspecting the large works of the best mas-
ters; and when these cannot be secen, good prints
will give valuable information. Annibal Carracei
was of opinion, that a perfect composition should
not have more than twelve figures; that out of
these might be made three groups, and that more
would destroy the grandeur of the piece.

In composition ofiall kinds, if any thing imper-

q”‘%‘%@ﬂ
tinent Be introduded it will distract, and if of any

» )

amount, destroy the subject; the artist, there-
{ore, must be cautious that his figures pay atten-
tion to the chief interest of the picce. 1If a ﬁguref
be made to look oul of the picture it becomes
ludieross; as in a picture by Rubens,: where

satyrs are’represented’ dancing, o female looks at
the
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the spectacle 1n a manner that adds considerably
to the grolesque airof the whole; and in a picture

by Titian, one of the pantihers which draws the

car of Bacchus fixes asingle eye on the speectator,
and considerably enlivens the animal and the sub-
dued part of the picture where it stands. This
picture of ¢ Bacchus and Aviadne’ is in the Na-
tional Gallery, as has been before noticed.
Variety of atlitudes is to be studied for the sake
of contrast: but rather than carry this too far, as
Rubens has certainly done in his picture repre-
senting the Fall of the Damned at the Last Day, it
would be much bettor to presorve the simplicity
of the early painters, who scldom attempted more
than a natural and unconstrained attitude.
Perhaps the shortest definition we can give of
invention 1is, that it consists in arranging those
1deas whidh the mind has amassed in its various
studies, and in making fresh combinations out of
old materials. Thus it will be evident, that an

artisl must not only study diligently the works of
others,
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others, but should also be in the habit of much
and appropriate reading; for it is plain, that he
who gathers most ideas must have the greatest
powers of invention, and the most refined inven-
tion can only proceed from a mind very highly
cultivated.

Dryden, in his parailel between poetry and
painting, gives, in his lively manner, tho first place
to invention ; and, as absolutely necessary to both,
he states, *“ yet no rule was, or ever can be
‘““ given, how to compass it. A happy gonius is
‘“ the gift of Nature: it depends on the influence
“of the siars, sy the astrologers; on the organs
““ of the body, say the naturalists; it is the par-
‘“ ticular gift of heaven, say the divings, both
“ Christians and Heathens. How to improve it,
‘““ many books can teach us; how to obtain it,
““ none; that nothing can be done without it, all
“ agree. Lu wihil invitd, dices faciesve, Mingpvd,”

Without invention, a painter is but a copier
and a poet but a plagiary of others. DBoth are

allowed
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allowed sometimes to copy and tianslale; but, as
our author Fresnoy, on painting, tells you, ¢ that
““ is not the best part of their reputation.”,..* Imi-
‘¢ tators are but a servile kind of cattle, or at least
““ the keepers of cattle for other men: they have
‘“ nothing which is properly their own.”

Under this head (Invention) is placed the dis-
position of the work, and such harmonious ar-
rangement of all things, that the story of the
picture may be perfect, and entirely devoid of
whatever can distract the attention from the prin-

cipal purpose of the ariist,
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Tur extraordinary power which the eye pos-
sesses, of excluding all other things when bend-
ing its greatest strength of vision on any particulay
object, or part of an object, is highly interesting,
and has here to be considered, being the leading
principle upon which chiaro-scuro is based.

If the object be darker than the surrounding
matter against which it is scen (in painting called
the ground), it will, on a close scrutiny, appear

encompassed by a faint halo of comparative light,

affording, in the greatest darkness which is not
total, a distinct view of the outline of the object,
by a double operation. First, by the halo above
mentioned ; and secondly, by an appearance of

iereased or greater darkness at tho edges of the
object,
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object, than farther within the outline or near its
centre.  Should the object or figure bhe lighter
than its ground, the converse of the whole takes
place: for the ground which is in contrast with
the object will then be darkest round its outline,

and the edges of the object will be lighter than

its centre, Although all feel the benefit, few are
aware of this admirable property in the cyc, de-
pendant alone on its internal structure, That
reflection from the back of the figure has nothing
to do with it, may be shewn by attaching & small
picce of dark paper to a larger piece not so dark,
or the contrary, and then looking on cither with
attention for a few moments when placod at 4
convenient distance, having in remembrance that
the greater tho distance the less distinetly will
this effect be sean, on account of the intervening
column of air, which always operates in the usyal
manner of acrial perspective.

This quality i the laws of vision is invaluable,
when we consider the great safety and protection

alforded
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afflorded by it in dubious light or darkness;
doubtless given alike to all creatures that see (per-
haps most power{ully to animals which prowl by
night), and in which we perceive another proof
of the infinite wisdom that the Almighty has em-
ployed in the construction of the universe, and of
the incomprehensible means he has used for the
safety and well-being of all his creatures, That
these operations of the eye are mechanical, we
believe cannot be doubted ; but we have not yet
met with any work in which some of these nicer
phenomena of vision are reduced into any thing
like a satisfactory theory; and perhaps they must
e¢ver remain amongst the innnmerable cireum-
stances which arc as much beyond our finite
capacities as the production of a blade of grass.
Still we may gain much by studying the activily
of the eye, its conclusive mode of reasoning,; or
rather the vast power it has, when cultivated; of
forming true conclusions, apparertly without the
necessity of reasoning, laifiﬁ”cee;:hing from that

power
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power which we may call unconscious know-
ledge. Thesc things, well consideored, will ad-

vance the artist in the study of his arduous pro-

fession, much more than the common-place atten-
tions which are too frequently paid to the mere
manipulations of the ari, as it 1s on these niceties
of light and shade that the piclure has to depend
for all that is to give life, and the piquanvcy to that
portion of the effect which comes under the head
chiaro-scuro.

Without this knowledge, the artist must conti-

nually fall into crror; for on many occasions, he

might bo led to believe that shadows appear por-
fectly equal, or lights of the same brilliancy on a
level surface. Knowing this to be the fact, and
representing them so, he would represeni an un-
natural appearance; for although abstractedly it
is the case, yet we do not see them in this manner,
and to the eye things only exist as they are seen ;
therefore, before we attempt to represent any thing

we must be aware of the manner in which we.see it.
As
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As we can only sce distinetly that which appears
in the centre of vision, all other objcets are scen by
indirect rays, consequently less distinetly, This
may be one cause of the seeming inequality of
shadows, lights, and colours; bhut the causc why
two colours in opposition, or a light and shadow,
should appear more intense by juxtaposition, does
not so readily manifest itsell. Indeed, so strongly
does contrast bring out colours, that any pale
colour may be rendered visible by having its pro-
per contrast near it, or invisible, by the absence of
the contrasting colour; and a set of graduating
shades may be so arranged, that the sight will
easily embrace in a dircet view several of them at
oncc; and the effect of increased and decreased in-
tensity where they join will be apparent in all at
the same time, taking the appearance of the deli-
cate shadows in the flutings of a Doric columnr.
Cover with two pieces of paper all the shades cx-
cept any one, and the shade tint under” examina-
tion will be immediately rostored to its equalﬁc}r

leyel
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level appearance: a condition which it always
actually prescrves, but which cannot be deteeted
whilst the rest arc visible,*

The words chiaro-scuro are commonly trans-
lated ¢ light and shade;” but a beiter interpreta-
tion, perhaps, might be ¢ light-obscure,” as the
term is used not only to express the lights and
shadows of a picture, but also all those colours
which have a sombro effect, and which cannot bhe
called absolutely dark,

[t is the intention of a good picture o tell its
story distinctly and intelligibly, avoiding all things
that will disturb the atiention. This, without a
eood knowledge of chiaro-scuro, cannot bhe done;
for, unless the artist strictly adheres to the leading
principles of this departmient of the art, his
labour will be thrown away., His first endea-~
your must be to obtain unity of hght and shade,

by so massing his lights and most agreeable

~ colours on the chief part of the picture, that

L

the

* “ Contiaris juxtn se posita, mngis elneeseunt,”
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light and shade, that in order to obtain an accurate

composition in their chiaro-seuro, they followed the
method used by him, in forming small statucs of
clay or wax, arranging the positions, attitudes,
ancdt foldings of the draperics, grouping them
according to the disposition they were to hold in
the picture, and lastly, subjeciing them to an
ar{ificial light, in order to choose the best offects.

When unity of light is carried 1o so great an
extreme, as we often find in some of the piclures
of Rembrandl (magical as they all are), reposc is
almost lost by the eye being continually recalled
to this isolated light, and it is to prevent this sin-
oleness that other groups of light are admitted.

If the sccondary light be made of nearly the
same strength as the primary, it should not
approach it in size. The rest arc to be more
diminished, both in form and size; and again,
from these should he spread out those accidental
lights which prevent monotony in the shadows,

add interest to the portions of the picture which
without
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without them might become insipid, and make the
reposes uscful in carrying forward the story, or in
giving episodes in character with the whole.

By tho term ‘“ repose” is simply implied those
parts of the picture, either in decp shadow or
middle tint, where lights, shadows, and colours,
arc so subdued, that the cye can rest upon them
without fatigue, afier the excitation produced by
the brilliancy and cffect of the principal parts.

However objeets may be scattered throughout
the picture, they arc to be so grouped and col-
lecled together, that although cach is to havo its
particular light and shadow, yet the lights should
gencrally mass together as well as the shadows,
To illustrate this, Titian refers to the effect on a
bunch of grapes, where cach grape has ils own
light and shade, yet it forms only one member of
8 Mass, aiul the whole mass, considercd as such,
has only one light side and one dark, causing an
unity of cffect that is always agrecable.

It is by masses of light that the cye is prevented

1, 2 from
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from dissipating its powers in a vague and un-
settled wandering over the surface of Lthe preture;
and we must endeavour lo fix it by a satislactory
combination of chiaro-scuro, by a harmony and
contrast of colours, and by opposition of shade tint,
or of obscurc colours which may have the same
effeet, sufficiently wide to prevent the masses of
light from crowding into the eye, al the same time
making what is called a repose between the lights,
These groups of shadows arc to be so managed
that the unity of light may be preserved.

A picture may be considered as a collection of
JSaci, or points of vision, holding their places in a
scries of gradations, and subjecg to onc great con-
trolling focus, the centre of effect; itself composed
of innumerable foci of various colours and degrees
of light. These united make the chief light; the
second and tertiary are to be subject, and inferior
in power as they descend in the scale of the great
total; and their minor, or accidental lights, should
be so arranged, that they do not hurt the breadih

ar
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or reposc of cach mass, So that we might almost
pronounce each collection of light 1n itscll a whole
picture, but by its connexion and subordination
making an essential part of a greater picture,
Wouvermans, Wynants, Claude, Cuyp, and many
others, finished their works so well in this respect,
that any small portion taken out of one of their
pictures would explain that it was a portion rom
the work of an cminent master,

The following extract from Sir Joshua Reynolds
is too valuable to be omitted. ¢The Dutch painters
“ particularly cxcelled in the management of light
“ and shade, and have shewn in this department
““ that consummate skill which entirely conceals
“ the 'appeamncé of art. Jan Steen, Teniers,
““ Ostado, Dusart, and many others of that school,
“may he produced as instances, and recom-
“ mended to the young artist’s careful study and
‘““attention. The means by which the painter
‘“ works, and on which the effect of his picture

““ deponds, arc light and shade, warm and cold
““ colours.
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‘“ colours, That there 18 an art in the manage-
‘“ ment and disposition of those means will be
““ easily granted, and cqually certain, that this
“arl is to be acquired by a careful cxamination
““ of the works of those who have excelled i it.

“ I shall here sci down the result of obsorva-

‘“ tions which I have madc on the works of those
‘“ artists who appear to have hest understood the
‘- management of light and shade, and whao may
‘“ be considered as examples for imitation in this
‘“ branch of the art,

“ Titian, Paolo Veronecse, and Tintoret, were
‘“ among the first painters who reduced to a sys-
““ tem, what was before practised without any
‘“ fixed principle, and consequently neglected
f< occasionally, Trom the Venetian painters Ru-
‘“ bens extracted his scheme of eomposition, which
¢ was soon understood and adopted by his coun-
“ trymen, and extended even to the minor
““ painters of {amiliar life in the Duteh school,

‘““ When I wag-at Venice, the method I took io

““ avail
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““ avail mysell of their principles was this: When
‘“ T observed an cxtraordinary effect of light and
““ shade inany picture, 1 took alcafl of mypocket-
““ hook and darkened overy part of it in the same
“ oradations of light and shade as the picture,
““ Jeaving the white paper untouched to represent

““ the light, and this without any aitention to

““ the subject or to the drawing of the figures, A
‘“ fow trials of this kind will be sufficient to give
‘“ the mothod of their conduci in the management
““of their lights. - After a few cxperiments |
““ found the paper bloited ncarly alike. Their
““ general practice appeared to be, lo allow not

‘“above a quarter of the picture for the light,

“ including in this portion both tho principal and
‘“ secondary lights; another quarier to be as dark
““ad possible, and the remaining hall kept in
‘““ mezzo-tint, or half shadow.

“ Rubens appears to havo admitted rather
‘“ more light than a guarter, and Rembrandt muely
““ less, scarce an cighth, DBy this conduct Ren-

“ hrandt’s
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« hrandt's light is extremely brilliant, but it costs
“ too much; the rest of the picturc is sacrificed

“ to this one object, That light will certainly

[

appear the brightest which is surrounded with

iy

the greatest quantity of shade, supposing cqual

{

-y

skill in the artist.

* By this mcans you may likewise remark the
“ yarious forms and shapes of thosc lights, as well
““ as the object on which they are flang : whether

“ a figure, or the sky, a white napkin, animals,

"

¢

or utensils, often introduced for this purposc

““ only. It may be observed, likewise, what por-

-

‘“ tion 15 strongly relieved, and how much is

£
]

oy

united with its ground ; for it is necessary that

-y

“ some part (though a small one 1s sufficient)

¢ should be sharp and cutting against its ground,
‘“ whether it be light on a dark, or dark on a light
““ ground, in order to give firmness and distinet-
“ ness 1o the worky if, on the other hand, it ig
““ relioved on every side, it will appear ag if inlaid
‘““ on its ground. Such a blotted paper, held at a

‘“ distance
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‘¢ distance from the eye, will sirike the spectator
““ as something excellent for the disposition of
“ light and shadow, though he does not distinguish
‘“ whether it is a history, a portrait, a landscape,
““ dead game, or anything clse; for the same
‘““ nrinciples extend to every branch of the art,

““ Whether I have piven an exact account, or
‘“ made a just division of the quantity of light
‘“ admitted into the works of those painters, is of
‘““no very great consequence. Let every person
““ examine and judge for himself: it will be suffi-
““ cient if T have suggesied a mode of examining
« pictures this way, and onc means at least of
‘¢ acquiring the principles on which they \;rrougln,;”

In the abovewuotation we find an objection to
figures and objccts appearing as if inlaid 1 their
grounds, that is, to their being surrounded by light
or shade, in such manner as to make them stand
from those parts of the picture which join them.
Many of the older mastcrs did this to a great
degree, and some of the pictures of Raffaclle,

Leonardo.
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Leonardo da Vinel, and others, are not withoul

this fault. Albert Durer, and the whole of his
school, had it 1n excess, If we cannot have rich-
ness of chiarp-scuro and detail at the same time,
it is better to sacrifice a portion of the latter for
the sake of the former, than to lose the splendour

of effect, which is got by blending appropriate

masses of light into masses of shadow.

Some relicf is necessary ; and our rule should
be, to preserve the most heautiful or intcresting
portions of the picture in sufficient relief, and to
sink the rest into the neighbouring masses of mid-
die tint or dark shadow; thus we gain a fulness
and richness of chiaro~-scuro, that holds a much
higher rank in painting than a meagre detail of
forms, and is more in accordance with the laws
of vision; and as Sir J. Reynolds says, when
rccommending ihe higher excellences, ¢ If you
‘“ compass them, and compass nothing more, you
““ are still in the first class. We may regret tho
“ Innumerable beauties which you may want:

““ you
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““ you may be very imperfeet, but still you arc an
‘“ imperfect artist of the highest order.”

Perhaps the forco of a well-constructed chinro-
scuro is most scen in the works of Correggio.
Fuseli describes the harmony of Correggio as en-
tirely dependant on his splendid management of
light and shade, and that his effect owes nothing
to the colouring, nolwithstanding the exquisiie
hues he employed ; and also compares those won-
derful effects to the *“ bland ceniral Light of a
“ globe impercepiibly ghding through Ineid demi-
‘“ tints into rich reflected shadows.”

Correggio’s compositions are always so com-
plete, that his pictures, whether of the largest or

smallest size, arc porfect in unity of cflect.
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 COLOURING.

011 the mture of CO]GHI‘S, near ly all we lqlmw i,
* that tliey exlst in varlous tl;nted lays, -'Whl(:ll com-
-bmed make I)IIIG or mlour]ess llght Could the
“:_Jm'tlst be ma.de acqualnted w1th thf.,u physrcal or
__E-_ﬁrst cause, and how objects rccewe thelr L{}]Olll‘b, _'
:"’7:_'119 mlght obtmn some: advantaﬂ'es, for they are. not
;_:-"_':so splendldly a,nrl laﬂshly d:sp\ayerl throughmlt-_-:__;
_the wm‘ks of Nature Wlth[)llt sm'nc great meanm 'L
j__'nthermse thelr emstence would scem only f'or our
_:_amusement lnstead o{‘ 111struct10n. . | |
o The lﬂnguagc of colours 1s Ir.lﬂnltcly expresfswe, |

'i_ﬁ'md theu* eXPr essmn a.nd 1111:011\51{}11 ha,ve tD be well__

._"'studlcd for much 1n11301*ta11t knawledge ]S ofteu

conveyed to the mlnd by the ﬁner gradatlﬂn s of'
whlch they ‘11‘{3 capable. ; Ii; 1s by cﬂloms tha,t

thc
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thc nicest jud.g_ment is "quic_kéne{:l,l and by these
nature ﬁbts 3upc}n our most refined perceptions and.
- symmthms._We sce health devclopad in, colours |
“that cannot be mlstal{en, we find the cmotlﬂns of
the 'soul'-expressec‘l-ln appraprmte t111ts ; the warm
-ﬂush of all the. at*dent pasqlons, or ,the pﬂllld tints
?'Df mckness, of ter 1*01‘ mth all the concurrent llues_'
of sadness, lmprcsswely mcrcased in the cold bluc'_

; whiteness of the dmd

Thls anﬂlog,‘y permdos the Whole system of N a-'
'_tm*e. The gloom of Lhe appx nachmg:, storm is cxn-.k_
| ""pressed by the aame mclmwlmly ﬂppcamnce, and’f
| _:’111 ity cmnnmncenmnt 13 é,cntly 1ncllcﬂtcd to tllc '-
"'_spectator by A gmdual dlmmutmn 9(’ that healthy'
.'_tmt Wthh N*‘zture posscsses 111 her qumtnesq
-=Aga1n, thc cheerful tranqmlhty of an ﬂutumnal or
summcr 8 eve 1s shcwn by an harmanmus &1'1'ange-'.-_
| -inent of the r1chest and swectcst cnloum that canf
_._fbe found a.ll tlwse Wluch a,re generally pro--..
'-'E_uaunccd to bc unplcamng and exlpresswe of the_.
;___:'::_ha.rsher feelmgs are bamshed and the scene,"'-;

- wlmthcr |
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whether at sea or on shore, amongst mountaips,
rocks, or forest glades, appears io rcjoice in one
universal expression of gladness, such as colours
only can indicate, and those in the hands of one
who has long and successfully stuclied their use.
They are, as Opie says in one of his lectures,  the
‘“ sunshine of art that clothes poverty in smiles,
““ and renders the prospect of barrenness itself
¢ apreeable, while it heightens the interest and
““ doubles the charms of beauty.”

A picture should be an assemblage of warm
and cold colours, with all the gradations botween
the two, so disposed by the assistance of lights
and shadows as to form large masses of tints,
some opposing, others agrecing with cach other.
These are again divided into smalier masses, also
opposing and agreeing; and this is continued,
one within another, until cvory appearance of con-
trivance is lost, and the whole logether takes that
harthonious and artless appearance, which so ex-
clusively belongs to natural effecty, At the same

time,
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time, the whole picee Is so subjected to the first
intention, that whatover impression or sentiment
was 1o have been conveyed, is fulfilled by all
things in the picture working together for one end.

If the subject be cheerful the colours must be so,

and the sombre greys, purple, black, dark reds, or
browns, must be very sparingly used : these finis
arc belter suited to subjects of a sullen or dismal
aspect. If the picture 13 {o represeni a cold at-
mosphere, no more warm colours are to he used
than ave sufficient to give force o the colder lints;
and where a warm effoct is {o be produced, tho
conirary method must he pursued. The warm and
glowing style of colouring is so generally csteemed,
that.Sir Joshua Reynolds gives directions in his
admirable lectures {or no other method.

In his notes on Du Fresnoy he observes ;¢ The
‘ predominant colours of the picture cught to he
““of o warm mellow kind, red or yellow, and no
“ more cold colour should he introduced than will
““ be just enouggl to serve ag a ground, or a foil to

AT
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““ get off and give valuc to the mellow colours, and
“ never should itsell be a principal.  For this a
‘“ quarter of the picture will he sufficient. The
““ cold colours, whether blue, grey, or grecn, aro
““ to be dispersed about the gronnd or surround-
““ ing parts of the picture, wherever it has the ap-
‘“ pearance of wanting such a {oil, but sparingly
‘@ cmi)loyed in the mass of light.”
In another place he gives the same instruc-
tions, ¢ It ought, in my opinion,” he says, ‘¢ to
‘“ be indispensably observed, that the masses of
““ Jight in a picture be always of a warm mellow
‘““ colour, yellow, red, or yellowish white, and
“ that the blue, the grey, or green colours be
““ kept almost entircly out of these masses, and
* he used only to suppﬂort and to set off the warm
‘“ colours; and for this purpose a small proportion
““ of cold colours will be sufficient.”

It cannot but be well understood by every onc,
that Sir Joshua, in these general rules; recom-

mends that method which is most consonant to

nature,
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nature, and consequently best calculated 1o mect
the public cye. With his knowledge, and the
opportunities he had of sceing the best works, it is
impossible but that he should be well aware of all
the powers and properties of colours, and that by
a judicious arrangement every variety of atmos-
phere, from absolute cold to its opposite, heat,
might be with equal propriety represented, and
with equal force.

It is well known to artists, that certain colours
must ‘be opposed or united to others, to produce
any given or required effects: in other words,
that particular combinations and oppositions of
colours will produce certain results and impres-
sions on the mind, founded in the propriety of all
natural appearances., Their effcct on the eye,
considered only as an organ, is mechanical ; for
when the sight has been fatigued by resting long
on one colour, the opposite colour (its contrast)
serves as a repose, as darkness relieves the eye
when weakoned with too much light, and the

Converse.
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conveise, If the operafions on the organs of
vision be carried on by action upon substance,
as fibie, &ec., which appears to be most probable,
then we may attempt to explain the effect of co-
lours and their contrasts, by comparing the effect
of a colour long seen, or seen in a large quantity,
and the consequent weariness of the sight, to the
fatigue which the muscles of the body fecl when
some particular set have been long engaged in
one continued exercise; and the sense of rest or
relicf that the eye gains, by contemplating the
opposite to the colour which caused its weariness,
may be compared to the rest and satisfaction of
the body, on commencing an excreise which calls
into action another sct of muscles or limbs, the
opposite to those already fatigued. Such is the
relief the cye feels in contemplating purple after
ycllow, green after red, black after white, &e.
or the reverse. Again, when many of these con-
trasts are brought together in a violent or harsh

manner, the sight is distracted, and mgy, by a
bad
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bad painting, bec made to feel as much fatigue
as that which is produced in the body by calling
into violent action all the muscles of the frame
at the same moment. We here speak only of
that sight which has been cultivated, which is wide

awake to all the charms of the visible ercation, and

not of that which sees things and scarcely knows
that 1t sces them.
Aware of the above facts, the artist gets rid of
many difficulties in the construction of his picture.
Te must avoid monotony, or a too frequent repetis
tion of the same colour; he will also be careful not
to fill his picture too full of contrasts, the opposite
error to monotony, but should reserve the power-
ful stimulus of conlrast for those parts of his pic-
ture which he wishes to make of interest and to
bring into life..

The skilful mixture of chiaro-seuro with colouring
i§ irresistible ; for the artist can with certainty fix
"the eye ofthe spectator on any part of his picture by
these alone, even when divgsted of subject or story.

I 2 I
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It is not an casy task to lay down an absolute
theory of colouring, when we consider the diffe-
rent styles used by different masters, all of whom
are considered good, yetl differing so greatly that
we can hardly institute any comparison between
them,

Amongst the greatest colourists, we must cnu-
merate Titian, Pordenone, Rembrandt, Rubens,
Giorgione, Jacomo Bassano, Correggio, Jordacns,
Tintoret, Paolo Veronese, Yan::lyke; and so few
among the landscape painters, that one might be
justified in believing that good colouring in land-
scape is of more difficult attainment than in his-
torical painting. In this department Clande Lor«
raine, Gaspar Poussin, Salvator Rosa, Hobbima,
Rysdall, and a few others are to be included.

It was Titian’s practice to have all his lights, of
a warm yellowish hue, as if enlightBned by the
setting sun; others have made their highest lights
of a pure white: so that a picture by Titian, as-Sir
J. Reynolds observes, makes all others that may

happen
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happen fo be near it, of a grey, or cold appear-
ance.,

In landscape, Titian’s method has been followed
by some with much success, I1is distances POS-
sess that sparklirig and clear effect which is found
under the best state of atmosphere, and his fore-
grounds have an individuality about them, whi‘ch
proceeds from the brown and carthy colours he
employed in the front of his picture.

Claude Lorraine, who is generally esicemed ag
the head of the landscape painters, gained his
brilliancy in skies sometimes by an artifice that is
not always sufficiently concealed. Where he has
avoided 1it, his skies arc equally splendid and
more casily contemplated. We allude to his prac-
tice of occasionally placing a very derk object
near the sun, This certainly produces the utmost
light that cglour is capable of giving ; but the very
intensc opposition thus ercatied is always painful
if it make any approach to nature, and moreover

destrays all the rest of the picture, notwithstand-

ing
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g the greatest skill which may be employed to
counteract the evil, Many artists have followed
him in this mode of creating a strong light in the
sun or sky, but very rarely with his success; and
where the success is not eminent the failure is

invariably great.

The Venetians have always been considered the

first colourists, although some of them, as Tintoret,
Paolo Veronese, and a few others, were suspected
by bir Joshua Reynolds to have painted for no
other purpose than to be admired for their expoert-
ness in the use of colours, and the display of that

art which ought always to be concealed.

There 13 in the paintings of this school a

brilliancy of light, supposed to spring from the use
of pure and unmixed colours, in the first operatim‘s,
which being repeated with a certain degree of
transparency, produced that interpal hght so
essential to brightness.

In his lights, Titian uvsed rich and glowing

aolours, avoiding dark masses of shade in those

porlions
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portions of the figure which were naked, lle
always gave in his portraits the most power lo
those features capable of the greatest expression,
as the mouth, the cyes, and nose. Mis colours
were few and simple, bul he knew well how to
arrange them. It has been siated as his opinion,
that any one desirous of becoming a good colourist
must be well acquainied with three colours, wz.
Evhite, red, and black.” Ilc also knew, as well
as Griorgione, the value of the threc primitives,
azure, red, and yellow : that the firsl belongs to
shadows, that yellow is the representative (in
colour) of light, and that red is their connecting
link. This gradation is percecived to the greatest
advaniage in those fine cvening skics, whore we
see the yellow lints of the horizon about the sun
graduated into rose lint, and this again into the

azure of the-zenith,

Leonardi da Vinel reduced the number of colours
to two, while and black, the representatives of
light and darkness; and between them made a

gradalion
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gradation of six colours, as white, yellow, green,
red, blue, black. Modern artists have, however,
reduced this number to five, if we include white
and black; but as these are generally not consi-
dered colours, there will only remain the three
primitives, blue, red, and yellow. These only
arc called primitives, as with them all other tints
and colours may be made; and also, without any
one of the three, nothing like the colour left out
can be produced by the other two, even if we
admit white and black. It is also remarkable,
that the mixture of any two will make an opposite
or perfect contrast to the colpur left out; as with,
blue and yellow we obtain green, the contrast to
red ; with red and blue we have purple, the con-
trast to yellow ; and lastly, by mixing red and
yellow, orange is created, the contrasting colour
to blue ; again, if we mix the three together in
certain proportions, black is the product; or
mixed in other proportions, a shade tif¥ is gained,

suitable to any of the tints or colours which can
be
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be produced : and however the Venctian, Italian,
and Flemish artists might theorize, we see in their
practice that they understood the above scale in
its utmost perfection ; for in splegdour, harmony,
and judicious contrast, all that colours can do they
have apparently achieved,

We have given below a table of contrasts, which
may be varied ad infinitum by subdivision of tints,
+ and also by difference in degreces of light, or depth
of each tint, or its opposing colour.

Colours arranged in contrast,
YELLOW suiaaviannns Purple,
Yellow Orangé......Blue Purple.
Orange.svesiseneser BLUE,

Red Orange..iveiiBlue Green.
Dark Orange* .,....Olive Green, #
RED sacssasninnnsnsasGreen,

Russet Brown| ...Dark Green.
Red Purple v.eauii Yellow Green.
Darﬁ@Pul‘ple.........Brown,*‘t

" The
* Rewy Umber. 4 Dadder Brown, 1 Vandyke Biown,
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The cool tints are those made with blue and
yellow, or blue and red ; the warm colours are
those composed of yellow and red. Bul many
tints may have blue in them without being cold,
as some of the greys, autumnal greens, &ec.

The colours of the rainbow also seem to be made
from the threc primitive colours. The f{ollowing
is the order 1n which they stand, with Sir I. New-
ton’s proportions, taking the whole at 360 parts :
—Violet 80, Red 45, Orange 27, Yellow 48,
Green G0, Blue 60, Indigo 40.

There arc two modes by which grandeur in
colouring may be obtained, which are widely dif-
ferent. One consists 1n reducing the colours
nearly to a state of light and shade, according to
the practice of the Bolognese school; the other,
by preserving the colours in a forcible and bril-
Jiant condition, as practised by the artists of Flo-
rence and Rome. The distinct colours, blue, red,
and yellow, of the Roman school, have a striking

effeet, and from their opposition make an impres-

sion
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sion of magnificence, widely differing from that
which is caused by the monotonous imts of the
Bolognian school: yel both are founded in sim-
plicity, and 1t is hard {o say which is the most
impressive., These eritiques on the different modes
of grandeur in colowring agrec csscntially with
similar opinions expressed by Sir J. Reynolds,
from whom we shall borrow an extract on the dif-
ferent modes of attaining harmony. 1c says:
‘« All the modes of harmouny, or of producing that
" ¢ cffect of coleurs which 18 required in a picture,
‘““ may be reduced 1o three; two of which belong
f ht::) the grand style, and the other {o the orna-
“ mental. The first may be called the Roman
“ manner, where the colours are of o full and
‘“ strong body, such as are found in the ¢ Trans-
‘“ figuration ;° the next is that harmony which is
““ produced by whal the ancients called the cor-
““ ruption of the colours, by mixing and breaking
“ them till there is & gencral union in the whole,

““ This may be called the Bolognian style; and it

[ ]
L

IS
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‘ is‘this hue and effect of colours, which Ludovico
‘“ Cairacci seems to have endeavoured to produce,
‘“ though he did not carry it to that perfection
. Wiliﬂh we have seen since his time in the small
* works of the Dutch school, particularly Jan
“ Steen, where art is completely concealed, and
‘“ the painter, like a great orator, never draws the
‘¢ ﬁttﬁntiﬂn from the subjcet on himsclf, The last
““ manner belongs properly to the ornamental style,
e wh}ch we call the Venetian, being first practised
‘“ at Venice; but % is perhaps Dbetter learnéd
‘“ from Rubens. Here the brightest colours pos-
“ sible are admitted, with the two extremes of
““ warm and coldj and those reconciled by being
‘¢ dispersed over the picture, till the whole appears
““ like a hunch of ﬂower; |

““ As 1 bave given instances {rom the Duich
“,.school, where the art of brcakh:g colour may be
““ learned, we may recommend here an atten-
““ tion to the works of Watteau for excel]en%c“in
““ this florid style of painting.

¢4 TD
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¢« To all these different manncers there are somo
““ general rules that never must be neglected,
« First that the same colour which makes the
« largest mass, be diffused, and appear to revive
““ in different parts of the picture; for a single
¢ golour will make a spot or blot. Even the dis-
“« persed flesh colour, which the faces and hands
‘ occasion, requires a principal mass, which is
‘ best produced by a naked figure: but where
““ the subject will not allow of this, a drapery ap-
“ proaching to flesh colour will answer the purpose;
““ as in the ¢ Transfiguration,” where a woman is
““ clothed in drapery of this colour, which makes
“ g principal to all the heads and hands of the
“ picture: and for the sake of harmony, the colours,
“ however distingpished in their light, should be
““ nearly of the same simple unity in their sha-
““ dows; and to give the utmost force, strength,
‘““and solidity to the work, some frart of the
‘““ picture should be as#light, and some as dark

‘““as possible, ~These two cxtremes are, thev,

““ o

[ ]
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¢« {0 be harmonized and reconciled to cach
‘¢ other.
“ Instances when both of them are used may be
““ ghserved in two pictures, which are equally emi-
“ pent for the force and brilliancy of their eficet.
¢« One is in the cabinet of the Duke of Rutland,
““ and the other is in the Chapel of Rubens at
¢ Antwerp, which serves as his monument, In
‘“ both these pictures he has introduced a female
S figure dressed in black satin, the shadows of
““ which are as dayk as pure black, opposed to the
‘“ contrary extreme of brightness, can make them,
‘¢« Tf to these different manners we add one more,
‘“ that in which a silver grey or pearly tint 1s pre-
““ dominant, I believe cvery kind of harmony that
‘“can be produced by colours will be compre-
““ hended., One of the greatest examples in this
‘“ mode is the famous ¢ Marriage at Canaa,” in St.
““ Greorge’s Church at Venice (now in the Louvre
‘“ in Paris), where the sky, which- makes a.yery
““ considerable partof the picture, is of the lightest

““ hlue
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““ blue colour and the clouds perleetly white:
‘ the rest of the picturc 1s in the same key,
““ wrought from this high pitch, We see likewise
‘“ many pictures of Guido in this tint; and, indeed,
‘“ those that are so arcin his best manner. Female
‘“ figures, angels, and children were the subjects
““ in which Guido more particularly succeeded ;
‘““and to such, the cleanncss and necatness of |
‘“ this tint perfectly corresponds, and contributcs
““ not a liftle to that exquisite beanty and delicacy
“ which so much distinguishes his works. To
““ see this style in perfection we must again have
“ pecourse to the Duteh school, particularly to
““ the works of the younger Vandervelde and the
‘“ younger Teneirs, whose pictures are valued by
““ connoisseurs in proportion as they possess this
‘“ excellence of a silver tint, Which of thesec
‘“ different styles ought to be preferred, so as to
“ meet every man’s ideas, would be difficull to
““ determine, from the predilection which every

““man has 1o the mode which is practised by

< the
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‘“ the school in which lic has been cducated;
“ but if any pre-eminence is to be given, it must
“ be to that manncr which stands in the highest
‘“ estimation with mankind in gencral, and that
‘“ 1§ the Venetian style, or rather the manner of
¢ Titian, which simply considered as producing
“ an effect of colours, will certainly eclipse with
¢ its splendour whatever is brought into competi-
¢ tion with it, Bat as I hinted before, if female
“ delicacy and heauty be the principal objeet
“ of the painter’s aim, the purity and cleanness
“ of the tints of Guido will corrospond better,
“ and more contribute to produce 1t, than even
“ the glowing tint of Titian,”

The following passage from Mr, Burke’s work
on the ¢ Sublime and Beautiful’ contains many ¢x-
cellent hints for a delicacyin the use of colours that
we do not remember to have seen clsewhere, and
which are worthy of much consideration. Speak-
ing of beauty in colour ho says : “‘ As to the colours
““ usually found in beautiful bodies, it may be

‘““ somewhat
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« somewhat difficult to ascertain them, beeaunse
“in the several parts of nature there is an
¢ infinite variely., However, even in this variety,
“ we may mark out something on which to seitle.
* Tirst, the colours of beautiful bodies must not
““ be dusky or muddy, but clean and faiff Se-
¢ condly, they must not be of tho strongestkind.
““ Those which seem most appropriated to beauly

“ are the milder of every sort; Light greens, soft

 blues, weak whites, pink reds, and violets,
¢ Thirdly, if the colours be strong and vivid,
‘“ they arc always diversified, and the objeet is
“ never of one strong colour: therc are almost
‘“ always such a number of thom (as in variegated

‘“ lowers), that the strength and glare of each is

“ considerably abated. In a fine complexion
“ there 15 not only some variety i the eolouring,i
“ but the colours, neither the red nor the white,
‘““ are strong and glaringt besides, they are mixed
“in such a manner, and with such gradations,

* that it is impossible to fix the bounds. On the

: 8! F same
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“ sgame principle it iy, that the dubious colour in
““ihe necks and tails of peacocks, and about
‘“ the heads of drakes, is so very agreeable. Tu
“ reality, the beauty both of shape and colouring
‘““ are as nearly rclated, as we can well suppose
‘““ it possible for things of such different naturcs
““ 10 Be.”

In ¢oncluding this division of our work we must
remind the student, that without a judiciong and
extremely carelul use of contrasts, he cannot ob-
tain any thing of purity or delicacy in colouring,
Astronomers are now aware that the true colour of
a star can only be known in the prosente ‘of its
contrast; yot many ages had passed beforo they
found out this simple fact, namely, that the class
to which a dolicate colour belongs can only ho
known by bringing near it the tint or colour from
which it is farthest removed 10 its nature ! a cir-
cumstance long known to the hest artists, and
confirmed.” by the following experiment, which
also proves, at the same time, that there are mul-

titudes
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titudes of colours whose very existence is unknown
to us, until their contrasts bring them within the
scope of our limited powers of vision.

When a fine gradation of colowr has been made
on paper and caried into pure water, that part
which is invisible, having no other apparent tint

than clear, unsullied paper, will appear, on placing

the opposing or contrasting tint by its side, of a
wedge-like shape. The broadest pait will be
where the tint which is brought into sight is
strongest; the point will be the weakest, and
will touch the contrasting colour; and the whole

wedge of colour will again vanish on taking away

the contrast. If the graduaied colour be yellow,
the purple, its contrast, should be placed on a
separate paper, cut to a porfectly straight edge, and

then placed on the graduated colours.

g 2
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Tuzr most gencral meaning given to the term
¢ picturesque” 18, that wildness which nature
exhibits in her neglected state; as the unrestrain-
ed growth of vegctable matter, pools of water,
forsaken gravel-pits, ruins of castles and abbeys
with all their rich accompaniments, and that ap-
propriate variety of forms which is implied by the
word  picturesque.”

But if we take this word in a sense often given
to it, as applicable to any subject having sufficient
material for an agreeable picture, it might be ne-
cessary to incinde every natural, and very many
artificial objects; for it is remarkable, how the
most uwnpromising scenes may bc wrought into

good
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good pictures by proper altention o the chiaro-
scuro, especiallyin the skies.

Gerrard Lairesse says, that a good sky in
painting is a proof of very greal talent: and certainly
much depends on it, as a view in the fens or
marshes, where the distance is bounded by a
straight line and the front a level plain, will be-
come picturesque with a judiciously-arranged sky
and snitable light and shade upon the land ; or the
most formal piece of architecturc on a smooth
lawn, with other objects equally prim, may bo
made into an agrecable picturs, merely by the aid
of a Jowerful chiavo-scuro, and that infinite
variety of natural colours, with their gradatjons
and oppositions, which may at all times be called
to our assistance in subjects of difﬁcul'ty; for
where nature has done nothing overy thing rests
with the artist;. even where nature has been
most bountiful, he must well consider before he
can copy what he sees and form it into a complete

picture.
Whether
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Whether the term ¢¢ picturesque’™ can be applied
to the highest class of painting has been disputed.
5ir J. Reynolds, speaking on this subjoct, says:
““* The works of Michacl Angelo and Raffaelle
‘““ appear to me to have nothing of it, whereas
““ Rubens and the Venctian School may almost be
‘“ gaid Lo have nothing else. Perhaps ¢ picturesque’
‘“ is somewhat synonimous to the word ¢ taste,’
““ which, we should improperly apply to Homer or
‘“ to Milton, but very well to Pope or Prior. I
““ suspect that the application of thesc words is to
‘“ excellencies which arc incompatible with the

?

“ grand style.” But, in conclusion, he adds,
that he is not quite certain that the restrictions he
has made to the general applieation of the word
‘“ picturesque’’ arc quite valid.

Simplicilty and variety constilute the leading
principle of the picturesque. To c:btain grandeur
there should be much simplicity, Where variety

‘abounds it approaches, and generally becomes,

what is iermed beautiful in-landseape. f

Among
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Among the best painters of sylvan scenery we
must reckon Rysdale, Hobbima, Walerloo, and
Swanevelt, The number of objccts which they
brought into their picturcs was limited only to
such incidents as the woods afforded. Sometimes
a cottage or a mill partially appeared, with a foot-
path, a stile, a mill-race, or clear pool of still
water underneath the shade of some huge oak,
inverting the landscape in its darkcned mirror.
' Ajl these things they duly studied, and gave to
them the trath and finish of unadorned nature,

It would almost seem that a distinel faculty is
required to perceive and comprehend thosc ideas
which are called picturesque; for the great Dr.
Johnson- has shewn, that reading, however vast,
will do little towards creating that ardentloveand
admiration for the Creator’s grandest works, un-
Jess thore be a predisposing cause, which we some-
times call ¢ taste” or ““gening,” or an * additional
“ faculty.,” 1In his journey throngh the Western
Isles of Scolland he says: “ The hills are almost

“¢ totally
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““ totally covered with dark heath, and even that
“ appears checked in its growth, What is not heath
“ is nakednesy; a little diversified now and then
““ by a stream rushing down the steep. An eye ac-
“ customed to flowery pastures ,and waving har-

““ yests, is astonished and repelled by this wide

‘““ extent of hopeless sterility,  The appearance 1s
‘“ that of matier incapable of form or nsefulness,
‘“ dismissed by Nature from her care, disinherited
¢ of her favour, and left in its original elemental
‘“ state, or quickened only with one sullen power
‘““ of useless vegetation.” Ilow much of happiness
and real enjoyment the good Doctor lost by not
possessing that ‘¢ additional faculty,” I leave those
to say, who have viewed the splendid and sublime
wasfes of Bcotland under a different feeling.
Strictly speaking, it will rarely happen that
cmbellished scenery can be admitted among the
truly picturesque, The pencil prefers those soenes
where Naturc has been undisturbed {for ages,
where all thiygs are unirimmed. The figures in

such
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such scenes must be peasants in their usual garb ;
cattle, such as cattle naturally are, not the high-
bred prize ox, nor the elegant vace-horse saddled
ready for a start with his party-coloured rider.*

When buildings: occur, they should shew as
little of art as possible: therefore the humble
cottage, with its straw or Heathy thatch over-
grown with wecds and mosses, 18 more picturesque
than the finished mansion; yet the finest speci-
mens of architecture when in ruins, and decorated
with those ad; @icts which nature in a scries of
years will invariably supply, are to be classed
among the most picturesque subjects,

In England, embcllished scenery possesses a
graco which no other couniry can hoast of, and
has great claims to ‘admitation, on account of its
ulility as well as pictorial beauty.

The oak, uncqualled in other couniries, is haie
o striking object, and the richest ornament of our

parks

¥ All unimals, howoyer high thei condition, become pleturesque when m
violeut action,
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parks or forests when varied by all ils brilliant
autwnnal tints, whether on the foreground or in
the distance, where the forms taken by large
masses of oaks are of the noblest kind. In every
other species of vegetable life there is a freshness
of verdure in the spring, and in the autumn a
rich assemblage of colours, which cannot be sur-
passed and are rarely seen elsewhere. This, to-
gether with the protection which private property
has received from our insular position, affording
an opportunity of improvements being continued
through successive generations, with all the con-
sequent additions of experience, has given to
English park-scenery much of the picturesque
and of grahdeur, if not of the sublime, In many
parks trees have been allowed to stand until they
have assumed all the pictorial qualities that decay
generally gives to them. A naturalist (Lawson
an ¢ Orchards ), lamenting in fecling language the
decay to:which trees are subject, among other

things speaks of hollow and rotfgn tregs, with
dead
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dead arms, withered tops, curiailed frunks co-
vered with moss, and dying branches, &c. Ilad
he been secking for picturesque objects his tone
would have been different; for it is to he regret-
ted, that utility is not always the test of the
picturesque.

It does not follow, becausc a frec 1s dead or
disfigured, that it is picturesque; but it is so,
rather, on account of the scenery with which it is
associated. In forests, where we mostly find
such objects, we also find all the proper accom-
paniments. 1In village scenory wo frequently sce
the old cottage or farm-house sheltered by their
codval trees, and it is the whole together which
makes the picturesque. A dead tree placed on a
smooth - lawn, in front of o handsome mansion,
would not be tolerated by its most enthusiastic
admirers, being hore too much out of place.

Among trees, the ash, the mountuin ash, the

Birch, and abele, are the most olegant, Virgil

jostly, when speaking of the ash, calls it * fraui-
nus
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o nus in SW'IH'S. .J?ftlc/ae?'rima " the most beautiful of |
'the forest ; but as a plcturesque tree it will not
__ _compare with, thc oak 1:1&1*1:10111 arly: when in_ a .
. state of decay or aged' in hcalth ::md fall vlgourf-r__-'_-“'-
B nracefulness 18 1ts clmracterxstxc, L |

-~ The bcech, in its most perfect cnnd1t1011, las a

grandeur to Wluch the ash- and elm. ncvor attmn.._' L

o Tts. eatended and Iefl,fy head supportcd upon s

. '_-tl unk that is ﬁnely formed, often Vﬂl‘leg&tﬁ}d with

.moss and other excrescences, upon a bauk whlch_--_

I8 always of an agreeable hue, together with: ﬁthcr{;

oo -_sl:rong fmturcs, 1mkc 11: well worthy the attcn twn.'_

- ._.;;.ﬁ the dmughtgman, £ ST [ S i
'Ihe elm pm*takes muﬁh of' the oak ln appaarm-_

* ;ﬁanca, aud”umtes some of 1ts grandeur with” a

_?_5-___'_';_-Ilghtness of fohage pecullar to 1tself' -Usmlly;;

B _.L"grﬂwmg uprzght and to-a gl‘ﬂat h@lght= it gwcs{g

d]gmty to. the landsmpe armmd It. Tl e e
| The whlte poplar Wlth large leaves (better..-_ |

.~ “;"-'_jknewn as«the ﬂ.b&l&)‘ls ﬂ, magnlﬁce«nt ﬂornament}_;

';_'_elbhet' ta p.ark tar fﬂl"’&St mIt has tllwligahb é*mce‘r-*_;_}

fulness
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*fulness of the ash, united to the wide- Sbre?idinn* |
zmd masswe dlgmty Gf the beech. The- trank

most frequent]y Tises to a grmt \ alght before any.

"."'.':blar:chcs are’ thmwn out ; - the bark. is of light :

* ashy grey, generlly hmnded with dork patches

| ._:"1_11 __the manner .of,the. bireh. The mosses whmh

- grow -on, the abele are always of a rich ¢colour,

- "'that contrast well with both foliage. and- bark, and

'_ we have no inhabitant of ‘the forest tha.t surpasses
it In ‘height, grandeur ar- beauty of I'mm, W11e11~"

'.:;:..-lt is pleased with. the soil ‘on. whicl it stands ;
i ;.'.'but the softness af the tlmbcr wﬂl alwa“ya prevant
_' :"."1t from bemg 2 favouute n. plantatmns, wllem the |
m‘zle 15 prefened to the (hdce R o
We are much sur prlzed IlOW th]s tree should_:
'_,':hava eseaped the acute natlca of Mr, Gzlpm in
ths exeelleﬁt work on forest acenerv, wlulst lle:_.-'___'
_}'_'.'was desoubmg w1t11 311011 accuracy Other poplars-..
':'_""_ofmui::h less beauty..._..,_ N AT "
Our 1111111:&(1 space Wlll not pﬁl‘mlt us to 1‘101:1{36__._-;._
the Whole llst of trces ancl shrubs, wluch ar@. a,ll

wnrthy
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worthy of attention, each for some peculiarity of
character or colour, especially in aulumn, when
a portion of their lcaves have fallen, and the rest
become tinged with the hues of the season: as
the light tawny of the plane-trce; the varied
yellows, yellow greens, and browns of the oak;
the hright yellow of the hazel; dull brown of the
gycamore; pale yellow of the maple; tawny
green of the elm; the pale lemon yellow of the
ash; and in late awtumn, the deep and bright
reds of the beech and wild cherry-treo, &c.

At this season of solemn grandeur we see dis-
played the richness and grace of thosc combina-
tions and groupings, both in form and colour,
which Nature uses in her forest scenes, Such
impress the mind with a sense of awe, of which
the Druids were well aware, when they esta-
blished their sacrifices and their divinities in the
woods.

Nor dissimilar are the sensalions:occasionally

felt in passing over extensive mountains and wastes,

where
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where the wanderer finds himsell separated from
the world, the sole tenant of the wilderness, hold-
ing communion with a solitude and silence almost
oppressive. But it is In these places that the
artist and poet must seek the sublime as well as
the most picturesque impressions, not in formal
street perspective, with a re-iteration of doors and
windows, or amidst the artificial groves of the
landscape gardener,

Amongst the sources of the picturesque which
belong almost exclusively to Great Britain, aro
those effects produced by tho occasional heaviness
of our atmosphere, arising from the natural humi-
dity of the climate, giving to distances an obscu~
rity in some places, whilst at the same moment,
in others; there will be a distinctness equalling
the-¢learness produced by an Italian sky, Thig
allows to artists the liberty of enlightening such
parts of the distance as are agreeable in character:
others, which ave not so, may be suffised with

vapour, or hidden by a partial shower of rain, or
rendered

(]
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" *Gndered gloomy by the slndows of clUudS. | :Thiit |
ll'tzmess, 50 flequent in our 1&1&11(15, Whlch WJLh--
_-out destroymg, thlUWS a t11111 vell oﬁer the wholc
of harmomzmg power gwes to the plcture a
'l'epase, frequelltly nmre g1 ateful to the cye Lhau is
'effected by a brilliant a,tmosphcre, whem the sh*u*p |
outhncs 'I.Ild d1st1nct colours oﬂen pmducc a
pamful specles of detall throughout ¢11e lancl-.
Ecape. ... .: o _.,._. R B
~ The months Gf September, October and ‘No-

vember shcw the Il'lOSt plctmesque eﬂ‘ects.;__Ili |
the mormngs and evenmg we have then mnfé-. of
'what the' artlat cal]s mr~tmt We soc masqcs oi’_;._'-:'
shadow cast mto large breadths by tha Iownoss of;_'
-'the sun, cre&tmg a r1ch and qulet tone uf repos&} 3
'wherever they fa]l Thmr 1‘1cl1ness is occasmned:;tf
'_by Lhe fsunt markmg of wlours a,nd forms, when'.':
_seen through tha deep mlsty grey% of an autumnal:
mnrn or eve, yet 50 11armomously b]endet:'l as ta__:::'
'léa.ve unbrﬂken und uﬁdisturbed the n“ecésaary]

'-'if’-lfﬁr.;:.a ! l1a“"ﬂﬁ§l}ts are ”nwre bl‘ll“..ji_..

' 'FE ‘hi

"' -:"- I,. S STH o
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| lmntby this contrast fmd nmk mth the greater
: preclslon the chamcter of every object, _

The co]ours uf’ vegetatlﬂn, _111 those mﬂnths,-
: pmtake mot*e of light 1,11&11 the deel} monﬁtonous -
greens 0{' eflrly qummer when the Woods and fields
- wmr all one lwet'y, and of 2 cnlour, altlwun*h: | {
E arrreeablq, not gay. In the autumn the colotrs are '
~of a mme vaued and cheelful nﬂture. _. chn the

','colours of bmldmgs seem tfo hzwc chanwed Wlth "

o the seasan and We now ﬁnd in views of towns or

v1]1age5, whcn seen nnt too far off, all tho modlﬁ;a .

| -catlons of 1*ed bwwn orann'c, buﬁ“ grcys, Wlnte,-'-_f

&c., com:astcr_l by an umvez*sal peml y shadentmt,;
- _'-whlch 'l‘.lll‘OWS a wholc mty 111t0 dlﬁ‘ercntly—slmped
masses m“ cluaro-scuro, mc:st frequently 80" C{]ll-';:. E
_"vemently dmposcd that the eyc secs w1th 1‘em'u'k-'
a,ble precmmn, ob]ccts wluch, ,_under '1 more. clc---_'
| vated sun, became na manner 111r.llst1nct from_."

:.-_'-_theu' multltuda and the dls“tractmg glme uf llght. L

whlch 111 one unwersa{. _?_*-'*111'1 desceuds on: tha_f

= fwha]c scenc. .
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We find in mountain scenory a great diversity
of outline, but not all equally good,  When seen
against the sky, they should have nothing ecither
formal or fantastic, but be continued in rregularly

t

undulating lines, which arc always beautiful, and

occasionally hroken by abrapt or precipitous de-
scents. Amongst the finest forms the pyramidal
iakes the lead, being that which unites m itsclf
the first principles of grandcur, strength, and
magnitude, In painting, these lines should not he

too distinetly marked, but partake of that filmy

texture which helongs to distant objects. The
pyramidal form may also be reversed and made
very picluresque; as, for example, the straight
line of a bridge crossing ,the inclined lines of a
deep ravine which mect towards the bottom of a
picture; but this can.only be used with cffect

near the foreground or in the middle distance.

Nothing can be more beauntifully picturesque

than the light, floatiy golours of the mountains..

They e contm}g%ﬁzﬁl " from.a

{%ﬁ
pale
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nale sunny yellow to the hue of the peach bloom,
and this converted most magically into the violet
and azure of the mountain shades: the whole
again reconverted with variegated splendour into
lights, shadows, and colours equally illusive, by
the prismatic effect of some thin vapour arising
from the earth. The shadows of clouds passing
over the sides of mountains add also greatly to
their grandeur, by producing that breadth and
unity of shade-tint so essential {o their character.
The features in a foreground, to be picturesque,
should be strongly marked, What is picturesque
in a distance i1s not so on a foreground, where the
colours and forms are well made out. Objects on
the foreground, fo be picturesque, should be so
disposed, that their lights, shadows, colowrs, &c.
may confrast agrecably thoé of the distanccs.
Where a large mass of shade is wanted, treces
will supply it; if warm browns or greys, the
trunks of {rees or rocks may he made subservient ;

or' if the grey or azure of the distant tinis ave fo

1 9 be
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be opposed, the autumnal colours of foliage may
be used, of which there is abundant choice.

In broken earth a groat variety of ochres and
browns are to be found, and for red, black, white,
brown, and grey, cattle will furnish all that can

be required ; or for the more positive colours, as

scarlet, yellow, and blue, figures clothed in these
tints, and in appropriate positions and action,
can be introduced to fill up the arrangement of the
picture.

The sea with its shores is an mexhaustible study,
presenting in itself an endless choice and variety
of effects, In certain states of the atmosphere
therc is 2 beautiful mingling and interchanging of
colours on the surface of tho ocean, breaking and

making agreeable, sometimes, even the monotony

of a calm,

With an increase of wind, the same scens
which before was merely pleasing becomes highly
interesting, The waves are crested Withﬂdﬁgﬂ.l}],

vessels take every possible attitude, and receive
all
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all the varicties of light as the shades oceasioned
by the clouds pass away. The distant and dark
blue sea assumes as it approaches an olive green,
sometimes o drab colour or other hues of gayer
tint, with every imaginary shape and size of waves
rolling in ceaseloss change, making the sca along,
even without the accompaniment of sands or,cliffs,
a highly picturesque subject.

A storm at sea adds sublimity to the picturesque.
Those enormous collections of clouds, theharbingers
of thunder, the subdued pale grey lights which
cdge the under-clouds, the lurid tints, asof flame
seen through a black veil, the scaltered and tom
fiagments in the zenith hastening to a junction
with the larger masses, and the dakencd colows

of the sea in its agitation mingling with the sky,

contain all the elements@f the sublime. Iferc
cven a ship of war of the largest class scen moving
throngh the flying foam, with its light sails spread
against the deepening gloom, its tall spars bending
helore the tempest, s grandly pictwesque; when

alone,
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alone, and at rest in a quiet harbour, it has not
the Jeast claim to the term.

Marine views may have their interest greatly
increased by rocks, sands, and their characteristic
figures; boats on shore, birds which frequent the
occan, sca~-weed, pieces of wreck, nets, baskets,

fishermen’s huts, and all their usual accompani-

ments,
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BEAUTY, GRACE,
AND

EXPRESSION,

Tue opinions of all civilized nations have
tended to establish certain forms and colours as
beautiful, and these mosl gencrally are founded
on the perfection of the objeet to which the term
is applied.,

Some will not admit the existence of absiract
beauty. Amongst them we find Voltaire, who
very unfairly omits every thing that might go
against his opinion. Ile states the whole matter
as entirely relative; that things esteemed beauti-
ful in Paris migﬁlt not he so e¢steemed i London,

and that a toad will consider the perfection of

heauly
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beauty as resting among toads, &c. Ilc also
descends to sarcasm; but sarcasm Is not argu-
ment.

The Greeks, when establishing their ideas of
beauty in the human figure, appear to have taken
for their guide a very simple rule as a first prin-
ciple, and refined on.it until they were cnabled
to produce those perfections of form and cxpres-

sion, which have been allowed through snccessive

ages as standards of beauty, of grace, and subli-
mity, They saw that, in the human countenance,
a depressed forchead, a flat nose, and projecting
mouth, is too nearly allied to the brute formation,
and that a gradation might be traced from the
lowest animals, through the dog, monkey, onran-
outang, negro, and Tariar, up to the European,
or, as termed by physiologists, thc Caucasian
variety, in the great family of mankind. They
found in the Caucasian variety, that the head
abgve the eyes is large, and well developed, par-
ticularly towards the front and in.the forehead;

and
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and that the face comparatively is small, and falls
perpendicularly from the cranium, the face oval,
nosc¢ moderately prominent, the mouth small, the
chin well rounded, &ec. To these forms they
found added an intellectual energy and moral
perception, capable of such extensive cultivation
and refinement, as to warrant thom in supposing
that, as the facial line is elevated, in the same
proportion intelligence increcases. Following this
rule, they have given lo thosc heads which they
wished to possess the greatest dignity, a coun-
tenance ncarly perpendicular; and in their statues
of the gods they have carried this rale so far as
to make the forchead project beyond the face,
thus attaining the farthest possible remove from
the formation of the lower animals,

It is this refinemeni which is termed ideal

beauty, and which we can only well understand

by examining their statues, where we shall find
that porfections which never exist altogether in
any one individual arc collecled info a perfect

whole,
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whole, making an aggregation of beautics whicl:
are constantly to be fouhd in nature, bul never
altogether in the most favoured individual.

From this it appears that the Grecks did not
90 upon vague notions; they seem to have worked
upon a great leading principle, and by doing so
have gained the suffrages of the whole civilized
world, And we find that beauty, whether ab-
stract or relative, is judged by that created being
which possesses the greatest reasoning power, to
congist in those forms capable of the highest state
of intellect, and also best fitted to perform all
the duties of its position in the world, by being
composed of those medial forms which are equally
removed from redundancy or atteruation,

Thus we might be justified in asserting the
cxistence of abstract beauty. Or it may bhe
asked, whether the opinion of the being best
fitted to reason and judge shall have weight, or
whether by subtilizing we are to grzint an cqual
right to thofc beings which have no reason, des-

cending
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cending in this cxtraordinary spirit of liberality
througl the first dawnings of animal or vegetable
life into lifeless matter, asno point can be assign-
ed where we are 1o stop, until we might conclude
with certain philosophers, that the qualities of all
material things arc ideal, and in this manner artive
at the monstrous absurdity, that it 18 quite indiffe-
rent whether an object be loathsome or Jovely.,

It is cortain that, in all the speecies of created
beings, there are particular states of perfection
which may be called beautiful for want of a
better term. But il is also certain, that some
beings arc more perfect than others, and that
man sarpasses them all; therefore, in the human
fisure are we to look for those lines and forms
which weo call beautiful, a word for which the
Greeks, having no cquivalent, used others, com-
prehending many more excellencies than our own,
As Sir J. Reynolds observes: ¢ 1t is from rei-
‘“ terated cxperience, and a close comparison of

‘““the objeets in nature, that an artist becomes

““ posscssed



116 BEAUTY, GRACT,

“ possessed of the idea of that central form, i T
“ may so express it, from which every deviation
‘“ s deformity, But the investigation of this
‘“ form, 1 grant, is painfol : and I know but of
““ one method of shortening the road ; this is, by
‘““ a careful study of the works of the ancient
““ seulptors, who being indefatigable in the school
““ of nature, have left models of that perfect form
‘“ behind them which an artist would prefer as
““ supremely beautiful, who had spent his whole
« life in that single contemplation.

““ This laborious investigation, 1 am aware,
‘“ must appear superfluous to those who think
““ gvery thing is to be done by felicity and the
““ powers of native genius. Even the great Bacon
““ treats with riclicule the idea of confining pro-
‘““ portion to rules, or of produecing beauty by
‘“ gelection, A man cannot tell, sayshe, whether
“ Apelles or Albert Durer were the more trificr,
‘“ wheréof the one would make & personage by
** geomelrical propoitions, the other by taking

‘“ the
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¢ the bost parts out of divers faces to make onc
¢« excellent, * * * The painter, he adds, must do
‘““ it by a kind of felicity and not by rule.

“ It is not safe,”” continucs 5ir Joshua Rey-
nolds, ‘“to question any opinion of so great a
““ writer and so profound a thinker as undoubt-
““ edly Bacon was; but he studics brevity to ex-
‘““ coss, and thercfore his meaning is sometimes
““ doubtful, If he mean that beauty has nothing

““ to do with rule, he 1s mistaken, There 13 a

]

L L

rule obtained out of gencral nature, to contra-

¥

b

dict which is to fall into deformity. ‘Whenever
“ any thing iz dono beyond this 1ule, it is in
‘““ virtue of some other rule which is followed
‘“ along with i1t, but which does not contradict if,
‘“ Every thing which 1s wrought with certzinty is

‘“ wrought upon some principle; if it is not, it

¢

L )

cannot be repeated.
‘“ If by felicity is meant any thing of chance
¢ or hazard, ov something born with a man and

‘“not carmmed, I cannot agree with this greai

“ philosopher,
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¢ philosopher.  Every object which pleases, must
“ oive us pleasure upon some certain prineiples;
“ but as the objects of pleasure are almost infinite,
““ 5o their principles vary without end, and cvery:
“ man finds them out, not by felicily or success-
‘“ ful hazard, but by carc and sagacity,

““ To the principle I have laid down, that the
“ idea of heauty in cach species of beings is an
“ invariable one, 1t may be objected, that in
“ every particular specics there are various central
““ forms which are separate and distinet from each
‘“ other, and yet are undeniably beauliful ; that
““ in the human figure, for insiance, the beauty of
‘“* Hercules is ong, of the Gladiator another, of
‘“the Apollo another, which makes so many
““ different kinds of beauty.

““ It 1s troe, Jndeed, that these fignres are cach
“« perfect in their kind, though of different charac-
““ ters and proportions, but still nonc of them is
‘“ the representation of an individual but of a

‘“ class. Andi as there is onc general form which,

$ 6 as
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““ as I have said, belongs to the human kind at
““ large, so in cach of these classcs thore 1s onc
““ common idea and central form, which is the
‘“ abstract of the various individual forms belong-
‘“ ing to that class, Thus, though the forms of
‘“ childhood and age differ exceedingly, there
‘“ is & common form in childhood and a common
‘“ form in age, which is the more porfect as it is
““more remoiec from all peculiarvities, DBul {
“must add, further, that though the most
““ perfect forms of each of the genecral divisions
‘““ of tho human figure are ideal, and superior to
€ any individual form of that class, yet the highest
‘“ perfection of 1he human figure is not to be
““ found in any one of them. Ii is not in tho
“« Mereules, nor in the Gladiator, mor in the
‘“ Apollo, buil in that form which is taken from
‘“ all, and which partakes cqually of the activity
““ of the Gladiator, of the delicacy of the Apollo,
‘“and the muscular strength of the Hercules
““ for perfect beauty in any species must com-

“ bine
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'_ _'-'.f._'bine all the characters which are beﬁl.itiflll?ii1
““ that species. It cannot consist i-n' any one {o
: *-ﬂie ':- eXclusiﬂn- of 'ﬂua' l'est ';,-,'111':1 nne,'therefm‘e;
€ must be 1)1*edomnmnt that no 0116: nny be
o deficient” o

. In -'anﬁther_ plﬁce- Sir Joshua 'addS':'_ ‘-‘._T[iﬁs;
BRT .rt]n(j'n{r blacles'of--gl‘ﬂss or leaves of the -samé_ .-'
KL tree, thoun-h no two can be found cx*t.ct]y a,hkc, .-
:' .“ the general fomﬁ is mvamable._ A natul-ahst |
Rz before 11e chose one.as a smnple would emmmd
‘e many ; since, if he: took'--the -first that occurled |
:: ff 1t mlght hﬂve by acmdent 01‘ othcl‘wme, such.ﬁl_
e aform as. that it would scarce be known to
._"“ be]ong to that specles 11e scleets as the pmnter i

.'.“ does the mﬁst beautlf'ﬂl 'Lh"Lf. the mnstﬂ

e Benera form of perfect nature.” o
Itwas the opmlon of Mr. Bmke, tliat smooth— |
_'.11ess is: of great 1mp0rt’mce in - the COI’JStltuthIl o["-'
'evel*y beautlfu] Object ‘He says P el b Is '1 qu'thtv -
'-_j_“ 50- essentml to- beauty, that 1 do not now: 1'6-:'
“’ colleet any thuw beautlful that 13 not smﬂoth.-;f';-jﬁ_-

R Iu"-'
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< In trees and flowers smooth leaves are. be&u’ti-'

“ful; smooth coats of birds and Deasts are

3

| t._*-‘.-"aeautifu] '&c. A very considerable. pm‘t of thc_‘_
¢ cff'cct of . beauty is owmg to- this - quallty,‘
~“Indeed the most cansldemble, for take  any
 "-‘. be‘autrful ﬂbJect: and .give it .a.-.-b_roken_ and’
“. i*i]gg@di surface, 'and_-_however WE‘.].lf.. formed,; if
| .'-‘.‘ 11; Wﬁﬁt:- not" this, .1t 'becomés;; 111_0'_1*(5 ':plelasing'_
« * than ‘almost all. the othors’ *without it. ~ This
o« 3ecms to me s0 ewdcnt that I am a gﬂnd deal
. -“-Surpr zed --that none who. lmve handled' the
@ Eubject hawa ma.dc any mentwn 01‘ Lhe quahty'-."
.-"“ of smootlmes's, in tho cnunwmuon {}f tlwsﬁf
i that go to.the. formatwn of beauty ; fur indeed,
r"'_.“ any ruggadue&a, any fsudden prq]cctlon, any. |
L Ehaip angle, 8 in tha l11ghest daglee coutraly'-
“ to that 1dea. . T
T But a& perfcct bcﬂ,utlful bodms a.re not cam- |
.._“ posed of - angular parts 50 theu' pmta never_'
= contumL ]ong 1 the aam@ rlght Ime.- They-‘i-_'
“ vury Lhmr duectmn cvery momcnt. ancl t]le}";"';'_’,.
o ' e R U c]mngc -
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““ change under the cye by a deviation continually
‘¢ carrying on, but for whose beginning or end you
““ will find it difficult f{o ascertain a point. The
““ ylew of a beautiful bird will illustrate this ob-
‘“ gervation, * * ¥ T have before me the idea
““ of a dove, it agrees very well with most of%the
‘““ conditions of beauty. It 1s smooth, and its
‘¢ parts are (to usc that expression) melted into one
‘““ another: you are presented with no sudden
‘“ protuberance through the whole, and yel the
‘“ whole is continually changing. * * * [ can
‘“ sirengthen my theory in this point, by the
‘““ opinion of the very ingenjous Mr., Hogarth,
‘“ whose idea of the line of beauty (the scmeﬁtine)
‘“ I take in general to be extremely just; but the
““ idea of variation, without attending so accurately
‘“ {o the manner of the variation, has led him to
‘“ consider angular figures as heautiful. These
' figures, itis true, vary greatly, yet they vary
“in 2 sudden and broken manner; and I do not
“ find any natural object which.is angular, andat

““ the
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“ the same time beautiful, Indeed, few natural
¢ objects are entirely angular,”

The ancients (we speak of the times of Apelles)
divided painting Into five principal parts; inven-
tion, symmelry, colour (including chiaro-scuro),
%ession, and disposition: yet they appear to
have thought a sixth neccssary, or rather essential
to the completion of the whole, for however cor-
rectly the five first were observed, Witlghnut grace,
which we have termed the sixth, they deemed
the whole of any work of art imperfect, This
grace was to be obtained by a beecoming propricty
in cvery soparate point, and again, by a concor-
dance or mutual agreemont of all the five.

Grace secms to be a part of beauty, for it is cor-
tainly the highest slate of perfection to which
whatever is beautiful canarrive, It makes beauty
more Jovely by a delicacy of expression in action,
form, and mind. Jt is & quality rcadily perceived
but difficult of explanation, without the presence
of those works which contain the only languagoe

1 2 by
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by which we can understand this indescribable
perfection, as a careful contemplation of the Medi-
cean Venus, the Apollo Belvidere, the Antinous,
and others will best shew. In these we shall find
lines possessing more or less of the ellipsis in such
endless varying forms, from every point of view,
that the geometrician and writer are equally
baffled in attempting a description of them.

Grace requires simplicity ; constraint and affec-
tation destroyit. Almost all the aclions of children
were thought by SirJ. Reynolds to possess this
quality, and that gracefulness left them when the
lessons of the dancing-master commenced. In
support of this opinion he might have quoted
Cicerd, who in his first hook De Oratore, adds,
“ Roscius often says in my hearing, that a
““ graceful propricty 1s the principal point of art,
“ and this is the only thing which cannot be pro-
““ duced by art,”

Grace may be considered as the harmonious

accordance of the action with the agent; therefore
that
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thal grace which is becoming in the female form
would be unsuitable lo the male: in man it must
have something more of dignity. This nice dis-
tinction was so well understood by Raffaclle, that’
he may be said to bave possessed the whole quality
in its fullest extent; and the following passage
taken from Mr, Roscoc’s excellent translation of
the history of painting in Italy by the Abate Luigi
Lanzi, gives us a great idea of tho power that Raf-
faclle had attained in this essential and fascinating
department of the art,  “¢ Another quality which
““ Raffaclle possessed in an cminent degree was
‘“ grace, a quality which may bo said to confer an
‘““ additional charm on beauty itself. Something
““ might, perhaps, ho advantageously added to the
¢ f’urmshof his children and other delicate figures
“ which he represented, bui nothing can add to
““ their gracefulness; forif it were atlempted to
““ be carried furthor, it would degenerate inlo
‘“ affeclation, as we find it Parmegiano, Ilis Ma-
‘“ donnas enchant us, as Mcngs observes, not

“ heeause
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“ hbecause they possess the perfeet lincaments
““ of the Mediccan Venus or of the celebrated
““ Janghter of Niabe, but because the painter in
““ {heir portraits and in their expressive smiles has
“ personified modesty, matemal love, purity of
““ mind, and in a word, grace itself. Nor did he
““ impress this character on the countenance aione,
““ but distributed it throughout the figure in its
‘“ attitude, gesture, and action, and in the folds

““ of the drapery, with a dexterity which may be

‘““ admired but can never be surpassed. Ilis free-
‘“ dom of execution was a component part of his
““ grace, which indeed vanishes as soon as labour
“ and study appear; for it is with the painteér ds
‘““ with the orator, in whom a natural and spon-
‘“ taneous cloquence delights us, while we turn
‘““away with indifference from an artificial and
* studied harangue,”

Grace should be extended to expression, A
figure, a statue, or a plant may stand gracefully,
or they may be moyed or represent motion grace-

fully,
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fully, but it is only when expression is added
lo grace, and both superadded to beauty, that
the laticr becomes perfect.

Expression, we are of opinion, should be held
as the highest department of painting. Some
give to invention the first place, whilsi others
grant it to composition: yet withoul expression,
the finest works of arl are nothing more than a
heap of lifeless matter; with it, the represcnta-
tion of the most insignificant insect or plant
starts into life, and we regard it with correspond-
ing feelings.

In short, expression is {0 be found in all things.
Things inanimate express their qualilies, the
state of atmosphere, and other advenlitious cir-
cumstances under which they are seen. In
human beings and the lower animals cxpression
displays passion under its ilwo greal divisions,
pleasure and pain, to one of which every sentiment
or emotion approaches more or less remotely. I
is not sufficient to represent thom correctly in

outline,
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outline, for much more is required to shew that
the draughtsman is not a mean observer of nature.
The animal must have life: some passion, active
or passive, must be represented, and this must be
carried throughout. Not only the eyes, nostrils,
mouth, ears, carriage of lhead, neck, limbs, and
body, are to feel the identical passion, but even
the very hair must denote the quiescent or active
mtention of the animal’s feelings ; and this not in
a vulgar, extravagant, or confused style, but
with that energy of which Nature just infuses
a quantity sufficient to awakcn every nerve as
much as thé occasion requires, in like manner
as she adjusts the strength of a tree or plant,
from the principal stem upwards to the finest
ramifications, where strength only is wanted to
support a single leaf.

It is m expression that painting shews its
greatest power. In poetry the feelings have to
be moved: by an indefinite, snd sometimes a

vague phraseology: and as no’ilwo imaginations

are
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arc alike, so will the images vary in different
minds; for tho bost poets can do no more than
refer to ¢ monuments of Greeian art,” with
““ fvory limbs,” &e., from Ovid downwards.

In sculpture we seek in vain for those pale ov
lurid colours indicating the angry passions, or
thosec more harmonious which belong to kindness
and all our better feclings, These have their
cheerful and happy bues, which no language but
that of colours can attempt to express. Tho artist
makes no reference to ¢ lillies and roses,” but
uses the infinity of lints as they arc used by Na-
ture, for expression and distinclion,

" Beauty, grace, and expression, may he found
scparately ; but the union of all is to be attompted,
and the artist is fortunatc who can crcate this
union in his works, Nor must he he dissatisficd.
if he do not discover the superlative line of de-
nfarcation belween beauty and ugliness, grace or
affcctation, or between expression and insipidity,
for this line will always remain as indistinet as the

cdge
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~ edge of a light boxdering on shadow ; we see both
~ mixed in the penumbra, but where either begins

~or ends no one can say.
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INDEX OF MIXED TINTS,
I o AND -:-

INTRODUCTION o PAINTING v WATER-COLOURS,

“Arnnost all who study pﬂintiug are. ghd;' to
cxercise themselve% accasmnally, during the. uhn N
sence 0[' their tﬂacher in the cultivation of o talent

‘which unites in an mmntmt dcgree the agrecabln

with tha nscefal ; yet r::-iten these wishes RIC Ten-

U der ed frmt]es*s by very small 1mpec11mc11ts, aucl we o

:"fue senmblc hﬂw fmquently the best 111tent10ns
‘are sct amrle 'by Causes w]nch ﬂ,ppeur so tuﬂmg,_._:‘_:
: _-'._'___that we are almost unwﬂhng {0 acknow]edge theu._’

- pawer ot mﬂuence. W]ulst copying a chawmg,_._;

'-_-.'_lt will o['ten lmPlJen that the I'-“"P11 meets with ﬂ':;;

o 'j.'jf.tmt wluch he hus 11ot heIore sccn nuxcd ar.td 11&8‘-"'}'_',
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no one near of whom he can ask advice, This diffi-
culty immediately produces greater trouble than he
can account for in proceeding with the tinls with
which he is acquaintéd: of course he becomes
fatigued, and begins to suspect (perhaps unjustly)
that painling is a science for which he has no
taste, that he is deficient in corporcal indusiry or
mental energy, when, in fact, no onc of these sup-
posifions may be 11ght.

* Those who have long practised painting are
aware how important it is to obtain in their pic-
ture certain {ints and hues, before they can arrive
at, or even approach their intention, or fecl in any
way secure of the successful termination of their
labour: and it not uncommonly occurs that these

are the tints which most hinder the student;

fints which possibly require the greatest delicacy
in thewr construction, which may hold much im-
portance in balancing, connecting, 6r contrasting
the remainder of the picture, or which may be

essential for sustaining the tryth.and purity of
the
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the light, the origin of all colours, recciving a
tint according to ils peculiar scason ar other in-
uences, as of silver grey under the influence
of clouds and wind, or of gold (rom an evening
sun in 2 splendid summer’s sky, The gradation
and clearncss of shadows, the piquancy of effect,

and all those ¢ iH‘ercﬁnt hues that indicate not only

the scasons, but tho variable impressions made
by an ever-changing atmosphere, will depend
entirely on a set of tints, the truth of which arg
to be carefully kept up, to cnsure an cqual pre-
cision in the intended picture,

The arrangement of the different specimens has
hecn made to keep logether, as much as possible,
tinls that resemble each other, and also that may
be used together in the same parts of the picture,
as greys, greens, &c.; and although it was found
impossible to follow very cxactly the above ordor,
it is hoped that the classification will prove sufli-
ciently regularfo admit of immediate reforonce,
As the arrangement of tho Index will explain (-

gol(
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self hest by a careful ilis[aeﬁtidil of its pﬁg*és,;-théré =
have only to ba added & few pmnts or .cautions
-'_reslaectmg tl1e gcneml use a,nd fl.ppllcatlon Uf
_colaurs, ﬁrst notmmg, that the varlatles ﬂf caeh--'_'
mixture have not been c'urled beyoud three, prew
.'summg that this number W]ll bhe foundgsuﬁlcmnt
- to ensure the cer tamty of ﬁndmg, if. not the emct
'_tmt sought at least some one S0 neally resemblmg )
1t that a satlsfactmy clue Wlll bc obtmned fo: its
.'cmnposmg calours. N
In use,. aIl CU]OHIS tlnts, or. shades, whether
r_llght m dark shnuld be. mada modf.rately llquldl |
_'_""on the palette 01' pla.te, _befﬂre they a.re takeu up-_
| _mta the brush fc-r a]::-pllcatmn, for the surf‘aae ﬂf
h‘"paper | when seen thl c}ugh 2 lmwerful lens, bemg-
.'I'not much unhke_,a. straw-yard m* stubble ﬁeld?-'_'
that has been well ttampled, 1t becomes abso-i:i:
'lutely necessaly that tl1e coloms should be. lald -
_011 the pa,per m as. ﬂuld a st'lte as thc. requlslte'
'depth of t111t and pleservatlﬁll Df fmmﬁ “'mll per

mlt, 111 qrdel that the mterstlces may" be Well
| ﬁlled, .
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| 'ﬁl.le'd,'- El.lld’.‘ Iﬁ'b’dime that fscilid_ity .0[" -.colﬂ'ur-:ivhidh-i’;. "
ﬁ?es’eé 1)@1*vac1in§'every ohject in nature, |
| -~ We must hero be - allawcd to ofﬁzr , cautmn'_
-'_lm;lly necessm‘y to be remembered by very youngr'
'_:'-“_begmners, viz. not to malce up a larger quantlty
:_oi any- tl_-lf'!.:f.:” _tlmn -may-be _wanted,- or_ be adequa.tq
. to _é(wéii | amp'l'y" the -spages intended ; ffci*"wh-ian 1t
 has to be a.‘dai‘itecl to s'ﬁmé}"other' parf 0f' fh_.é”d'r'aw;
""iﬁg | bY the. | additiﬂn of other | Ct}lnurs , if the ‘tint
| should have becn made toa abundantly on the
plate, there must be EL carresPonchng abundanee_'_
_,_-_.ﬂf' the addltmnal colou’rs to eff‘ect. 4 change, which
'}imL only consumes much tlmc und colmn' but 18
_5_'also excecdmgly fatlgumg “The ' Author lms, 111._]
the course of Ins practlce, uccasmnally auen as'-'
'_--:_"'much tlnt ma,de up fm' a space not the sme c:rf ﬂf_"
'ﬁjﬁ:smﬂll wat’cr' as wnuld have caverad & Iarge. sheet
-_-"of dl*aW111g~paljel* Such a process mcrcases the |
-'"_:_.labour of pamtlng 11101'{3 than a hundred fuld or
rathm',- lf contmued cre,ates msupm‘able d1ﬂicul-f;_
f-'..ueg, A few, _{awan uot 50 young in pracucc a8

. those
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those above contemplated, perhaps, may derive
sonic advantage from these remarks; for it 1s
certain that nothing adds more to the difficulty of
colouring, than an improper adaptation of the
quantities of tints o the places for which they arc
intended.

It occurg not unflrequently, that the brush will
hold in the residuc of a colour that has been used
a sufficient quantity for the next application, after
it has received a small portion of another colour to
make the proper change in its appearance, and
by this not smeall cconomizing of timeé, and of
mental as well as manual labour, the el arising
from a useless mixture of large quantities of colour
is avoided, the drawing advances, and the encr-
gies of the pupil are not dissipated in strénuous
nothings, The neglect of the foregoing cautions
produces two remarkable effects, by which the
works of the unpractised are readily kllOW%.
When the colours have not becn properly liqui-

fied, the drawing takes~8 dry and dusty-&ppear-
ance,



INDEY OF MINTED TINTS, 137

ance, The contrary fault vccasions an insipidity

of forms and thinness of colour surrounded hy

dark cdges, msurmountable until the sponge has
cleared them wholly away:.

It may be thought that the Author descends too
minutely into detailed instruction, in staling that
a palette or plate should he perfecily diy before
colours arc rubbed upon it; but he has scen some
few students, possessing cvery necessary quali-

fication for a draughisman except that of method,

cip a palette into water, rinse off the old colours,
and 1mmediately, whilst wet, place a fresh sef
upon it.  Of eourse, in o few moments the colours
run fogethey, giving a good representation of mar-
bled paper, but which arc entirely useless and
unmanageable for any purpose that can be ima-
gined, There is only one way in which water-
colours can be used on a plate or palette. Either
13, to be made quite dry, the colours rubbed in
separale patches round the margin, and so hiltla

walcr used that they cannot run together; then,

K when
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when a mixture is wanled, a small portion of the
requisite colours is to be faken with a wet brush
and placed in the centre, or on another plate, and
oreat carc should be used not to dilute more than
will be required for the purpose in hand.

When a drawing is about to bc commenced, it
will be found most convenient to make up a fow
of the tints on separatc small white plates: as the
blue tints for the sky, on onc; the pale orango,
yellow, or red tints, on another ; one for the groys
of clonds and distances: the greens for all the
vegetation of foregrounds should also be on a sepa-
rate plate, viz. the colours of which the greens arc
composed ; and another is to be set apart for, those
colours from which the rich earthy tints, suitable
for stone, wood, &c¢, and all the deep shadows in
and near the front of the picture, arc to be made,
This method of dividing the tints will keep them
from being sullied by wrong mixtares, and will
be found greally to facilitate the progress of the

drawing. The faint colours that are used.in skies
and
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. and distances will frequently have to be cleared
off the plates, butl those which contain the colours
from which the greens and deeper lints arc used
in and near the foreground of the picture, may be
kopt in Dbetter order by being continued in use,
renewing the separate colours ag they are con-
sumcd, without clearing the plate; for a vast num-
ber of useful tints will be constantly appearing by
the repeated mixtures, requiring nothing morve
than a little water to prepaye them for any parts
of the drawing to which they may be applicable.

As a gencral rule, it is hotter to make the tinis
rather too light than too dark ; unless it is intended
that tho drawing shall be washed or sponged
before the finishing colours are laid upon it,

If, by accident, thc drawing should become
darker or decper colourcd than the student pro-
poseéd, or if the colouring should prove in any
other way unsatisfactory, whether it may be in an
advanced state or only just commenced, the stu-

dent should not hesitate to apply a large, flat,
K 2 camel's-hair

i



140 INDIX O MIXDD TINTS,

leamel’s-hair brush, wilh plenly of clean water,
highll y over the whole drawing, using it with some
i L i

degree of pressure on the most objectionable places;

!or, should the brush be too incffective, a mode-

rately-sized soft sponge must supply its place.

The application of a wet sponge may causc some
apprehension as to the ultimate fate of the draw-
ing, and more, should the work have been pre-
viously biought into a forward state ; but however
forward it may appear, a few trials will shew that
sometimes a drawing is much nearer being finished
after, than previous to the employment of the
sponge or wet brush, gaining, when worked over
again, an appearance of solidity and transparency
that no other process can produco. Perhaps it
might be most prudent to let the wet brush or
sponge make its debdtt upon onc or iwo small
drawings of little value, by which more confidence
will be gained for greater affairs, If this operation
can be done before the greens afe worked into the
picture, more especially those which have gam-

boge
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boge in their composition, and whilst it is yol fixed
to the drawing-board, the washing, cither with
brush or sponge, will be much more easily manag-
cd; or should the water have to be applied
when no more than the sky, clouds, and dis-
tances are done, there will not be any diffi-
culty,

I'rom the above statement it will have already
been inferred that the greens occasion the greatest
frouble; causcd, first, by their readiness n dis-
solving ; and secondly, by the extraordinary care
requisite o got avery stain of green oul of the
sky and purc greys, by repeated ablutions of clean
wator, It is necessary that the whole surface of
the paper should be madc equally wet before the
{lat brush or sponge be applicd with any pressure,
that the colours may float off cqqually, viz. leaving
as much equality of tone as may be desirable,
A contrary mode will bring off the colowrs in un-
even patches, rising most readily from those places
that have been longest made wet,

Ay
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As another gencral rulg, it may also be con-
sidered better to lay the warm tinls and local
colours first (by local colours we mean the natural
colours of objects when seen without shadow),
and the colder tints over them, not forgetting,
whilst laying the local colours, to attend care-
{ully to their perspective decreasc of brilliancy,
cansed by the increased intervening hody of at-
mosphere or lengthened column of air, as thoy
retire from the foreground; or, in other words,
the perspective gradation {rom colour to grey, as
the tints become more distant. And as shadows
take very much the appearance of thin gauze
veils thrown over the places that they obscure,
they seem to be most easily imitated by following
a similar process in painting, which permitting
more or less of the local colours to he seen, ac-
cording to the gieater or less intensity of those
veils or shadows, produces a richly-varvied set of
tints, the very opposite to monotony, and posses-
sing all those estimable qualities of the Italian

and
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and Flemish painters, called by some “ internal
light,” by others ¢ transparency.”

It may also be recommended to the student,
not to aitempt thiec mixture of a greatcr number
of colours than three, as pomted oul in the Index,
but rather to choose the one the nearcst n ap-

pearance 10 the tint he secks, and if necessary, to

lay other colours over it, in order to bring it (o
the desired hue. 'When many colours arc mingled
togethor, they lose brilliancy in proportion to the
numbers mixed (unless the sclection has been
most skilfully mado); consequently, any two co-
lours, or mixed tints, will he flound lo posscss
brighter hues when laid over cach other, than
could be ohtained by mixing cithor the iwo co-
lours, or all the colours that enter into the com-
position of the two mixed {lints togother. And
it may be here well to montion, that whon one
colour or tint has to be laid over another, thc
first must ho allowed to be porfectly dry before
the sccond is laid upon i, or an appearanco

ancl
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and hiemish will be produced not casily reme-

dicd,

It should be particularly noticed of what kind
the tints are, upon which any additional tint has
to be lad, vis. when skicg and distances are
finished (and they arc usually finished beflore the
foreground objects), perhaps ‘other colours will
have to be laid over them, as lrees against the
sky, or against a distant mountain,  If the greons
for the trees be of a yellowish tint, it is not im-
pmobable but that the blue of the sky or mountain
may be so deep, that very much less blue than
could be imggincd will be sufficient in the greens,

or perhaps none, for a tansparent yellow laid

over blue must necessarily become green; there-
fore, if a tint be made up on the palette exactly
to the tint required, and then laid upon & bluc,
sky, 1t will appear much too cold. The same
calculation will be requisite throughout the draw-
ing 1 the finishing, Again, if upon o yellow-
green.some dark {oliago should have to be placed,

perhaps
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perhaps a tint of blue alone, or blue with a very
little of one of the browns in it, may be sufficient;
or in placing the shadows of a rock or picce of
carth, stone, &c. already laid in with the warm
Jocal colours, a much cooler grey is 10 be used
than il no colour had already been placed on the
Paper.

Sometimes it will happen that the paper, cither
wholly off in part, will resist the colours, or,
as it is commonly termed, appear greasy. A
vory little prepared gall, such as sold at the
colour-shaps, or when not to be had, iwo or
three drops of ox-gall in its natural ‘Stato mixed
with the colours, will make them work very
satisfactorily: but it should be used only when
nocessary, as it occasions a loss of billiancy to
most of the colours, particalavly the blues, [t
should also be rcmembered, that when 'gall is
used in the tints, lights cannot be taken off so

{reely with the cloth, To those who have not scen

this operalion an explanation will be acceptable,
When
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When colours have atlained some depree of
depth and lights arc found nceessary, as on the
foliage of trees, &c., where they have not been
left sufficiently bright or perfect in shape, with
a small brush, holding as much clean waler as
will allow it to preserve its poini, lay the forms
of the lights (not too many at once) on the
places requiving them, When the water has
rested a few moments, press strongly upon the
wet places with a picce of cotton or linen eloth,
io absorb the water; immediately afterwards
rub the places with a dry corner of the smo
cloth, using much pressure; or if Indian rubber
be employed, less pressurc will serve.  The parts
thus rubbed out will be left quite white, con-
sequently fresh colours will have to he placed
to reduce them to their proper linis.

The "Author would not wish it to be under-
stood, because he has selected near twentydiflerent
colours for the mixturcs in the Index, that the
student is to employ the whiole of them in!his

drawing
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drawing at the same time: on the contrary, he
will find it betler 1o hmit himself 1o as small
a number of colours as possible, perhaps seven
or cight; as yellow ochre, gamboge, licht *a"nmf&.1

1

lake, indigo, and vandyke brown ov burnt sienna,
with their admixtures. A larger list of colours
will be found to occasion more inconvenicnee to
beginners than advaniage. Nor, again, should
it be inferred thatl the whole of the greys, greens,
orange lints, &c. &c. o be found in the Index,
may ,or can bo used on the same drawing, Were
such an experiment to be tried, most probably a
:uffdrmg@ of colonrs would appear sufficient to star
tle even the experimentalist, On the contrary,
he will find o small selection from the differont
classes of tints serve his purpose infinilely better:
he will then, stand a chan¢e of mainigining the
hue which he may have adopted, as tho repre-

geniing and prevailing tint of some particular

eflcet of cloud, sunshine, hour, or scason.
~There is an unity of colouring, as well as of

light
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light and shade, that is to be preserved, otherwise

'the finest outline and arrangement of eflect will
| fail in pleasing; for as painling prolesses to repre-
sent natural objects, which in thomselves have
consistency, fitness, and clegant propricty, we
must be equally consistent, and morcover, must
attempt to gain some of the clegancies of nature,
if we hope lo sucecced.

In compiling these tints, some colours which are
at times used by Artists for Jandseape and figure
painting have been left out; as uliramarine, &
colour that approaches so nearly torcobalt, that its
mixture with others produces very nearly similar
results. The same may be said of carmine, &e.
It will be noticed by the Reader, that many of
the specimens in the Index are not so equally Taid
as olhers: these are not faults In the operation,
but have been purposely produced, in order io

shew asemuch diveisity as possible in cach of the

tints.
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PRECEDPTS,

As Painting cinbraces so large a field of opera-
tions, and always under varying aspects, 1t can
hardly be expeeted that the following precepts
arc 10 be considered absolute, Many of them
depend so much on localities, circumstances of
weather, and other things, that they can only be
taken in a gencral sense: yet, in ihis manner,
the pupil will find himsell provided with a good
foundation on which he may construct with safety,

and common ohservation will supply him with

the excoptions to these rules.

LIGHT ann SITADI,

1. Objects in a strong light, whether natural

or artificial, have their shadows dark and accu-

rately marked.
2. Shadows
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9, Shadows from artificial light increase in
size, as they recede [rom the object causing the
shadows.

3. Shadows from the light of the sun or moon
are of equal breadth throughout; that is to say,

a perpendicular post will cast its shadow in lines

parallel to each other, This is to be understood
with proper allowance for the mode in which lights
and shades are distributed. Lights always inilect
or bend into shadows in passing the object which
casts the shade: in the same manner, shadows

bend towyards the light, making a softening pe-

numbra between them, which must not be over-
looked in a finished work.

4, Lights and shadows ing@loudy woather are
very indistinet ; frequenily there arg neither,

5. In fogs the objects become of onc colour,
having neither light, shadow, or cast shadows on
the ground.

6. Cast shadows are always darker at their
origin than the shade side of the object which

casts
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casts or throws the shadow ; frequently altogethér
darker then the shade side of the objeet which
projects the shadow,

7. All round objccts, as columns, globes,
&c., have a strong reflected light on the outer

edge of the shaded side, the darkest part of . the

shadow being removed to near the middle of the
column, &e.

8. Lights thrown on objects from fire are of o
reddish hue, and not so bright as those received
from daylight.

0, In the shadows of the human ﬁg;u'e ot
animals, do not mark the [eatures, limbs, or mus-
cles, with hard strong shadows: let them blend
imperceptibly into Jéga lights, as well as other
shadows which may surround them. Itisim this
that Correggio excels.

10, If a figure or objectis to be strongly de-
tached from the back-ground, let the dark pajis
of the figure be placed aganst the lighter parts
of the ground, and the lighter portions of tho

objoct
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object against the dark masses of shadow of the

back-ground. .
11. If grandeur or breadth be desired, let the

lights of the object mingle with the lights of the
sky or back-ground, and the shadows mass with
the shadows., SirJ. Reynolds has shewn in his

practice, that this mode, in addition to grandeur,

gives a graceful softness.

COLOUR axp ETFIECT,

12. All objects will partake more or less of the
colour of the medium through which they are
seen, according to its density; as fog, smoke,
vapour, &e. ! and also are strongly tinged with
the hue that the light receives in passing through
clouds, varying with the colours to be found in
different parts of the sky )

13. Light will appear brighicr by being op-
posed to dark shadows, and at the same time

the shadows will appear darker, And similar
results are produced by colours, which will yany
their appearance according: to the surpounding

contrasts,
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contrasts, asa flesh colour will appear faiver on a
red or green ground than upon a white ground or
onc of its own colour. Red and green are middle
tints, and thus opcratc as shadow when sur-
rounding lights, as well as being agreeable con-
trasts: the first, a harmonizing contrast, and
often used by Titian; the latter, a distinet and
separating contrast to the rose tints.

14. DBright surfaces do not shew iheir colows
s0 well ng objocts less smooth ; asin the colours of
grass, leaves of trees, silks, &e. In these we find
iho colours of the sky strongly reflected, cspe-
cinlly on objecls near at hand. Thus the colour of
objeets in a bright or duil day are widely different,
and by their hue mark the stato of the atmosphere,

15. When there is most light, colouts will be

most distinetly pronounced. In their shadows
each colour will partake of two hues; the shade
proper 1o the colour, and shade prc;pci' o the
atmosphere ; and in the deepest shades colours
merge nearly into one tint.

L 16, Colows
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16. Colours scen in a reflected light will geve-
1ally be colder than in an open light. The excep-
tions 1o this rule are rare, and proceed {rom arti-
ficial lights,

17. Colours will always have their purity de-
stroyed if the light be of a different colour; and
reflected lights will always partake of the colour
of the objects nearcst to them, or lying within the
proper angle for their reflection, Thus, both the
lights and shadows of aswhite dress become red,
by the reflection of a red dress near it.

18. Shadows may be impure by refleelion,
whilst the lights have their own proper colour, or
conversely, These recuire nice distinctions, and
should be marked with careful discrimination,

19, Shadows should scldom destiroy the colours
of objects, When colours have to be destroyed
to give value to particular points, it is best done in
listances, by the representation of mist, shadows
f clouds, &e. ; and on foregrounds, by generaliz-

ng with the surrounding objects, or the intro-

duction
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duction of objects which possess little or no
colour.

20. White is most easily scen in distances, the
darkest colours being first to lose cffect,

21. Colours are most distinctly scen when near
or swrounded by their proper contrast, as red
against green; whilst the opposite would ensuc,
by placing near each other colours that harmonize,
as blue and'green, or yellow and green, &e, But
it 1s to be observed, fthat when two different
colours come into contact, hoth are changed in
appearance at the junction: if a contrast, botlh
become more vivid, and are cach proportionably
less vivid as they depart from the junction, If n
painting this appearance be subdued, a greal
and natural beauty is lost,

22. When a set of equal or flat shades are laid
close to each othor in gradation, increasing in
darkness, the effect produced is that every tint is
a gradation in itself, and not a flat tint ; but if with
two pieces of paper the tints on the right and left

L 2 of
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of any one of them he carclully covered, the anco
left exposcd will shew the trath of the Expcrinmnt,
as we have noticed under the head Chiaro-scuro.
23. All objects lying under the cffectl of a clear
sky will share a portion of the azure in thcircﬂ.laurs.

24, Distant mountains or high lands will often

have their sammits well defined by eolours, lights,

and shadows, when their bases are not visible.
This is occasioned by thin mist or vapours,-which
arc constantly playing over the surface of the
carth, cspecially in summer, or autumnal morn-
ings and evenings; therefore the disiant summits
must be more marked out than tho hages, notwith-
standing tho latter are considerably necarer,

25, Splendid colours, without a due subordi-
‘nation to cach other and & cerlain quantity of
shade-tints, will not make a splendid picture; for
colours, in painting, have value only by proper
association and treatiment.

26. It is by the aérial perspective united to
lincal that the distance from one objeet 1o another

L

15
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is estimaled.  Lincal perspective is not sufficiont :
Lthercfore let the colours of objects diminish in a
ratio corresponding with the inercasing distance
uf objects.

27, Dark objeets become lighter by distance,
and light objects darker, but not in like manner;
{or lights arc slowly lost, whilst the darker ehjects
lose colour at a great rate. The distance at
which they both become of one hue s dependent
on the state of the atmosphere and nature of the
ground,

23, A fog, by desiroying the colours of objeets,

gives to them an eftect of great distance, whilst
thelr size 18 preserved @ thus deeciving the cye and
producing an unnatural appearance of magnitude.
20. Objocts in front arc to be most finished,
As they reccde the smaller points vanish, uniil we
sce them only in masses of light, shade, and
general colour.
+ 30, Objects scen between the speeiator and a
sirong light will appear dimmished,  “The contrary

elloet,
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cffect will follow when the object is lighter than
the ground on which 1t is relieved.
31. Objects scen through rain lose much of their

correctness of oulline,

The following uscful hints are from Leonardi
da Vinci,

32. ¢¢ It will be proper for an artist to quit his
“ work often and take some relaxation, that his
‘“ judgment may be clearcr at his retarn; for too
“ great application is sometimes the cause of many
“ grOss errors,

33. “ Whoever flatters himseclf that he can retain
“ 511 his memory all the effects of nature, i de-
““ celved ; for our memory is not sufficiently capa-

‘““ cious: thorelore be constant in consulling nature,”

which will supply us with an infinite serics of effcets
as well as of {forms, endless in their varieties,

The following list is taken from Mr. Ficld's cnu-
meration of the different substances at present in
~ use as colows, separated into two classes, differing
In permanency. .

Permancnt
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Permanent Colours for Oil and Water-Colour
Puainting,

WIIITLES,

Zinc White,

True Pearl White,
Conatant or Barytic White,
Tin White,

The pure Larths, as Chalks,

YELLOWS.

Yecllow Ochre,
Oxford do,
Roman do.
Stone do.
Siennn Earth,
Brown do,
Platina Ycllow,

Liemon do,

REDS,

Vermillion,

Rubrates or Madder Lakes,
Madder Carmines,

Red Ochre,

Light Red,

Venctinn Red,

Indian Red.

BLUES.

Ultramarine,
Blue Ochre,

ORANGE,
Orange Vermillion,
Orange Ochre,
Jaune de Mars,
Burnt Sienna Earth,
Burnt Roman QOchre,

Danconico.

PURPLES.
Gold Purple,
Madder Purple,
Purple Ochre,

GREENS.
Chrome Green,
Terra Vert,
Cobalt Green,

RUSSET.

Russet Rubrates or Madder

Brown,
Intense Brown,

Orange do.
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BROWN and SEMI-
NEUTRAL,

Vandyke Biown,
Rubens’ Brown,
Bistre,

Raw Umber,
Burnt Umber,
Marrvone Larth,
Cassel do.,
Antwerp Brown,
Chestnut Drow,
Asphaltam,
Mummy,

Phosphate of Iron ;

PRECLEIYS,

BROWN and
SEMI-NTUTRAL continted.

Ultramarine Ashes,
Sepla,

Manganese 3rown.

BLACKS.

Ivory Black,

Lamp Black,
Franckf{ort do.,

Mineral Black,

Black Chalk,

Indian Ink,

Giraphite or Black Lead.

Colours subject to Change.

BLUIES,

Cobult is very little changed

by light, oxygen, and pure
air, but more or less by the

contraries,
Royal Blue,
Prugsian Blue,

Antwerp Dlue,
Indigo, when mixed with Jead,

REDS,
lodine Scarlet,
Droagon’s Blood,

YELLOWS,
Turbith Mineral,
Patent Yellow,
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The Author has not found it 1}055ibf0 (o msert
cvery colour which may be reckoned amongst
those that change, and fears ihat many colours
which are now in usc, not cnumerated in the
list of permanent colonrs, must be considered,
more or less, as liable lo fade; such as Yellow
lake, Dutch pink, Italian pink, Brown pink,

and many others of similar make.
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DESCRIPTION or rux PLATES,

WITH

CRITIQUES, &c,

InsrructioN in the theory of painting must
always be defective, without those demonstra-
tions, no where to be found but in the original
works of the artist, whose particular execllencies
it might be necessary to discuss,

Coloured prints can do little towards giving
anything like the true representation of painting, as
they contain many great faults ; faults consequent
on the manner in which they are produced: nor
will the expense cver permit publishers to em-
ploy that talent, which alone could make an
attempt with the least probability of success.

Thus
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Thus from suach prints we can only obtain a gone-
ral idea, if any, of that delicacy so nccessary to
ensure some notion of the orviginal, In black
prints, the light and shade, with the outline, may
be serviceably given: the composition or inyen-
tion is also, as far as the want of colour will allow,
complete ; but the chiaro-scuro must remain im
perfect, as colours which stand for shade and
colour in the painting can only be represenied as
shadows, Thesc defects occur also in the lighter
tints, for a great variety of hues and colours will
often hc so exactly balanced, whether in the
lights or middle tints, thai they can only be re-
presented in the print by onc and tho same tint
or shade, most fiequently producing an unpleas-
ing and undiversified breadth of light or monotony
of shadow. In portraits this difficulty obliges
the engraver to consider which is tho least evil;
whether to omit altogether the carnation tints, or
to reprosent them by a shadow in the middle of the

face; for he must do one or the other.

Notwithstanding
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Notwithstanding the above, much may be
gathered from good prints; and in those which
accompany the present work, more has not heen
attempted than the means will permil, wvie. to
give an idea of outline and of light and shadow
from'a few of the works of the best artists,®

It will be perccived by a hittle attention to
them as well as to others, that as far as outline
is concerned, Artists have nol been always vory
solicitous about one arrangement morc ithan ano-
ther; for we frequently see tht chief objects
placed in different parts of a picture, somclimes
with particular contrasis and accompaniments, at
others with few or none, and nol scldom the
same effect of light and shade used [or allogether
unlike, or nearly similar subjects. As an cxam-

ple

% The best plates are, unfortunately, the fisst to wenr out, yielding n
very small number of improssions perfect enough to eonvey uny idea of Lhe
enre that has been bestowed in thelr exoentioh. The Mezzotings ox Agun-
tita, when engraved an copper, are the best moiles for the representation
of painting, but yield the smallost numbar of good prints,  Plotes in either
of theso methods engiaved on steel Inst mueh Joyiger, but novér cuu, from
the natwe of the mateiial, have the delicacy of those done on coppos.
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ple of the latier we have given two subjeets (ron
Claude Lorraine, at the top and lower end of the
Ist plate.

In ihe centre, the subject, which 1s taken from
Rembrandt, is composed of one mass of dark, and
another of light; in the middle of the picture,
where the darkest point of the gable end of the
cottage is brought against the light of the sky, so
as to bring the whole of this end of the building
forward, the farther end of the roof heimng light
and massing with the lights of the sky, retires,
and thus completes the perspective of light, sha-
dow, and colour, and unites the lights of the sky

with the ground, preserving a breadth and unity

in both, The unity of the shadows is well ar-
ranged, by spreading it from the bujlding through
the shade it casts on the ground into the hrook,
where they are naturally broken by.the rippling
of the water, and graduated into the fore-
around lights., The small figure in dark shade

is placed 1o break the continuous line of shadow,

nnd
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anda' also to make -the dist.ari,c'e' vetire by oppo-
sition. | |

In’ plate 2 the upper SleJect is from Vandclwr' |
 velde. In tlns the same care: is shewn in order
" to obtain a gland effect by the simplest means, a
large mass of Hglit graduating ﬂu’ough’émry degree

of 'demi -tints into a positive mass of darkness on

o the rock and sea at the' front of the prum It

| sy be here observed that the darkest ‘shadows

“should never be continued to the bottom of the

~ picture, but must be so much- enhghtened a8 to

convey to the mind SGITIGIﬂGEL of returning hght

" The lower suhmct on the same plate, ! 0111‘151:--_ .

_quellmg the Tempest is fi om a pmturc by Vlleger,

| an_ . excel]ent pfunter of- murlne &ubjects, from

| ':':.%'_..whom the younger Vandervelde derived his in-

tmctmns. In thls the effect is abta.med by a

_.,ldlﬂ"erent Process. The lights, _althaugll kept

o :'-'_'__near together, are bmkan by sha: D cﬂntrasts !

thus. the dark ﬂgures in the boat ctmtrast agmnst

. i'ﬁthe waves at the sterm the bl“ght l‘ght under
| | | the
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~the bows of the vessel is opposed to the dark
shﬁdes of the vessel :«;uid. water, This method-
will pi*m‘luce great brilliancy,  if the colouting
'be'judicious and not. disturbed by too many as-
perities in tha’l contrasm i for where - a;-suﬂ"lciencf
- of effect has been gamed by hght and shade, a
much mlldm and harmonious style of colouung
may be allowable, than where most, if not all,
~ bas to- depend on the colour ing of the picture
'fm its effect. |
The tmnqmlhty of the skyhtmt iR tlns piece
'ls in some measure broken by the sail, vane, -1_111(1- '
© birds.  Ilad it not been Dbroken in this wﬁy, i-l;'-_ |
would not have united. with the EL‘;bJBCt or had
the sky bcen as much disturbed with hghts and

$hEl,dGWS a8 the sea and vcssel them would have;

becn no cﬂ'ect n the pmtum If the ex]n esswn' "

~can bé a]lawed there woulcl lmve been Q. generﬂl e

~ ser amble for pzecedency, 811(311 s may be- f{}lllld..
- In the centre subject of plate 3, where the plcture
~ being stript of its colours, has an appearance of

| sca.ttct'cd-
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| -scattemd spots, from: thc IIElltS of the sky, fignres,
&e. ben‘ig of equal brilhancy
meermans, from: whom this sub]eot 18 Lalccn,.
was. 50 1eﬁned in his colommg, and used tints
of such dehmtc texture inhis different distances,
~that no prints’ we have seen convey to us any
~ idea of the exti*el'ne bequty of his paintings. - ¢ In
‘. contemphtmg the ‘works  of this inimitable
“Cartist, we find ourselvea at a loss to determine '_
« what part is most worthy of npplause and acl-
3"“:*1'11i1‘ati011 Whéthél' the swéetnessof' the colour-
LAk lng, the COI‘I‘GCtnCSS ef his desm‘n, 111*5 c'attlc, 01‘- |
_-";” his ﬁgurcs, the charmmg Vamty of att}tudes m
L hls horscs, the free yet delicate touc,hmgs of his -
“ trees, the bewutxful choice- of his seenery, thcf_

"”Juchclous use he makes of the c111’1r0-50111‘0, or -

““ the spmt that amnﬂtes the whole. II]S ﬁgures

- _-“ arealways ﬁnely drawn, with- expresmnﬁ suite.

o able to the subject illld the ﬂttltudes h& 011030- '

e ;j” Wele such '13 appe*nei:l unconstramed natur&l .-

“ and perfectly agreeable. IIe lnd an amazlng‘.

¢ com m and



| 1}1&:.%01:‘[1**1’%101»#'01?_"1_‘1~1E': I?IQATES...' l(l‘) '
« cammand 0{’ hls pencll 50 tlmt hc mstuntly and
i €« effoctml]y oxpresscd every idea conceived in his - ._
‘ mmd and gave. to ]ns pmtures an astomslnng '
¢ foree by bmad masses of chiaro-scuro, which he
_“ eontrasted Wltll pecuhar J11c1g111611t and. g'wa'
“ an uncommon degree of transparcucy to, the I
fo co]ourmg of the Whﬁlﬂ. o o |
. The submct at the top of Plate 3 is from Bcrn'—?.

hem* a peasant givl, on an ass, at the door of

an-inn, with nppropmte accompanlments. -The

eﬁbctls produced 1mtw1thstandmg the appmrance -

Of saattered hghts, by combining tllcm in such

nmnner as nearly to cnclrcle the- 1)1‘1110113&1 ﬁgure,'
whmh is made promment by. the mass of dauk on.
_the GELR and cleep or rwh-tomd oolour.s on thc

_.ﬁg;ure. 'I‘hc sul:gect at the buttﬂm of tho Plate ls L

._.frcm Paul Potter. In thls thc snnpleat Poﬂslble;-." |

'mode 15; adupted wz. a wlnta llol*se 1s placerl_f B

aﬂ*amst a durk one, mth a grmt breadth of m:dd

"tmt in the plcture. e e
- '-‘ Pilkingtona.. - - .~ o
o
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The subjects on the (ourth plale are compo-
sitions of figures, The centre subjeet is from
Rembrandt, and represents our Saviour conversing
with his disciples. Icre the cffect of light and
shadow is produced in the most natural and inar-
tificial manner. The chief light is on the prin-
cipal figure, made more powerful by - breadih,
being carried also on to an adjoining figure,
which, though cqual in light, is not so in interest,
having a more subdued action and colour., These
lights gain additional breadth by uniting with the
middle tints of the back-ground, and the whole is
opposed by onc mass of dark shadow, prescrving
a sirict unity of light and shade, which in tho
original painting would be made more perfect in
the completion of the chiaro-scuro by colouy.

The subject at the top of the plate is also from
Rembrandi~—the ¢ Pilgrims of Emmaus,’ in which
the dignity of our Saviour is preserved by o small
increase of size and the most perfect simplicity of

manner. The three female figures at the bottom
of
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of tho plate are the thvee Marys, visiting the
sopulehre, from Salvator Rosa. We shall not
criticize these small specimens any farther than (o
call attention to the ease and natural positions of
the figures in both subjects, and the serpentine
lincs used by Salvator in the attitudes of the
female figures, which, being well suited to the
action, add much grace,

Plate 5, contains four subjects from differcnt
artists. No. 1 is from Salvator Rosa, one of thosc
wild subjectls in which he excelled. No. 2is from
Rysdale, where a beautiful picture is made out of
nothing bul what we sce in every field and lane,
Nos. 8 and 4 are from Gaspar Poussin, of whose
works tho Abhé Lanzi, in his History of Painting
in Italy, speaks with so much correct judgment,
that we cannot resist tho pleasure of transcrib-
ing the whole passage from Mr. Roscoe’s transla-
. lion, as it also includes a just critique on the

works of Claude Lorraine and Salvator Rosa 1 *—
« But

* Vol, il. puge 212,
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“ But the three celebrated landscape painters,
‘“ whose works arc so much sought after in the
¢ eollections of princes, appeared under Urban,
¢ Salvator Rosa, a Neapolitan and a poet of ia-
““lent ; Claude Gellie, of Lorraine ; and Gaspar
‘“ Dughet, also called Poussin, the relative of
‘¢ Nicholas Poussin, That kind of fashion which
““ often aspires to give a tonc to the fine arls,
““ alternately exalted one or other of these ihree,
““ and thus also obliged the painters in Rome to
““ copy in succession, and to follow their various
““ styles.

““ Rosa was the most celebrated of this class
‘““at the commencement of this century, A scho-
‘“ ]ar of Spagnoletto, and the son, as one may say,
“ of Caravaggio, as in historical composition he
‘“ attached himself to the strong natural style and
‘““ dark colouring of that master, so in landscape
““ he seems to have adopted his subject without
‘“ selection, or rather to have selected the least
‘“ pleasing parts. Le selve selvagge, to speak with

‘“ Dante,
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““ Dante, savage scenery, alps, broken rocks and
‘“ caves, wild thickets, and deserti plains, are the
‘“ kind of scenery in which he chiefly delighted.
¢¢ TIis trees are shattered, torn, and dishevelled;
““ and in the atmosphere itself he seldom intro-
““ duced a cheerful hue, except occasionally a
‘¢ solitary sunbeam, IIe observed the same man-
‘“ ner, too, in his sea views. Ilis style was ori-
““ ginal, and may be said to have been conclucted
“ on a principle of savage beauty, as the palate of
‘““ gome persons Is gratified with austere wines.
““ His pictures, oo, were rendered more aceopl-
““ able from the figures of shepherds, mariners, or
“ handitil, which he has introduced in almost all
““ his compositions; and he was reproached by
““ his rivals with having continually repeated the
‘“ same Iideas, and In a manner copied himself.
““ Owing tb his frequent practice, he had morc
‘“ merit in his small than in his large figures. Ilc

‘“ was accustomed to mnsert them in his landscapes,
““ and
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““and composed his historical pictures in the
““ same style as the ¢ Regulus,” so highly praised
“in the Colonna palace; or fancy subjects, as
¢ the ¢ Witcheraft,” which we see in the Campi-
“ doglic, and in many private collections, In
““ these he is never select, nor always correct, but
“ displays great spirit, freedom of cxecution, and
““ gkill, and harmony of colour. In other re-
‘“ gpects he has proved, more than once, that his
‘“ genius was not confined to small compositions,
‘“ as there are some altar-pieces well conceived
‘““ and of powerful effect, particularly where the
«“ subject demands an ‘expression of tervor, as in
““ g ¢ Martyrdom of Saints’ at 8. Gio de’ Miorentini
“at Rome; and in the * Purgatory,” which I
““ saw at S, Ghrovanni delle Case Rotte in Milamn,
““ and at the church del Suffragio, in Matclica.,

“ Gaspar Dughet, or Poussin, of Rome or of
““ the Roman school, did not much resemble
“ Rosa, except in dispatch. Both these artists

“wore
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“were accustomed to commence and fimsh a
‘“ landscape, and decorate it with figures, on the
‘“ same day. Poussin, contrary to Salvator, se-
‘“ lected the most enchanting scenes, and the most
‘“ beautiful aspect of nature; the graceful poplar,
‘“ the spreading plane trees, impid fountains, vor-
“ dant moads, gently-undulating hills, villas
‘““ delightfully situated, calculated to dispel the

‘“ cares of state and to add to the dclights of

‘¢ retirement.

‘““ All the enchanting scenery of the Tusculan

(1

or Tiburtine territory, and of Rome, where, as

“ Martial observes, Nature bas combined the

““ many beaulics which she has seatiered singly

‘““in other places, was copied by this artist. Xlo

““ composed also ideal landscapes, in the same

‘““ way that Torquato Tasso, in describing the
‘“ gardon of Armida, concentrated in his verses
“all the recollections of the beautiful which ho
‘“ had observed in Nature, Notwithstanding this

‘¢ axtrome
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‘“ extreme passion for grace and beauty, it is the
‘““opinion of many, that there is not a greater
‘“ name amongst landscape painters. His genius
‘““ had a natural fervour, and, as we may say,
‘“ language, that suggests more than it expresses.
‘““ To give an example, in some of his larger land-
‘“ scapes, similar to those in the Panfili palace,
““ we may occasionally obscrve an artful winding
‘““of the road, which in part discovers itsclf to the
‘““ eye, but in other parts leaves itself to he fol-
‘“ lowed by the mind.

‘“ Every thing that Gaspar expresses is founded
““in Nature. In his leaves he is as varied as the
‘“ trees themselves, and is only accused of ad-
‘“ hering too much 1o a green hue. Ile not only
‘“ succeeded in representing the rosy tint of morn-
““ ing, the splendour of noon, cvening twilight, or
‘““a sky tempestuous or screne, but the passing
“ breeze that whispers through the leaves, storms

““that tear and uprool the {rees of the forest,

¢ lowering
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“ lowering skies, and clouds surcharged with
“ thunder and rent with lightning, arc represent-
““ cd by him with equal success, * % 4

“ Claude Lorraine is gencrally cstcemed the
““ prince of landscape painters, and his comyosi-
‘“ tions are indeed, of all others, the richest and
‘““ the most studied, A short time suflices to run
‘““ through a landscape of Poussin or Rosa f{rom
‘““one cnd to the other, when compared with
‘“ Claude, though on a much smaller surface, Llis
‘“ landscapes present to the spoctator an endless
‘“ variety, so many intercsting objcets, <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>