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The TRANSLATORS

PREFACE.

HE author, tho a man of

R virle and fortune, made paint-
 ing, for his diver fion, both his Judy and
prattice 5 which occafionied bis obliging
the publick with feveral ufeful treaifés
on this ars. In the year 1708, b
- publifbed the prefent [yfem, as the re-
Sult of all his thoughts 5 andy, to make
it of more fervice, bas handled. it
by way of principles; a method, I
believe, difpleafing 20 none who defire
10 knumw the bottom of the art, or-swoukd

' give reafons for what. they db.: Ae-
- A 2 cordingly,



- e ep—— ——

iv. The Tranflror's PREFACE.

- cordingly, the reader will find a very

dearned and natural account of the three

‘capital branches, hiftory, portraiture,

and landskip ; and of their four chief
parts, compefition, defign, colouring,

and expreﬁ'lon, and their incidents.

F'"'"‘ . s rr .. PR, - " -

* ‘*B U T’ tbo *bzs-bofne-acymremem: I
were, in all refpetts, wery great, be

thought themt mcomplete without ﬁmﬁmg
. Bis rgfle&’tm.c abroad : For which pur-

' pq/?z be trdvelled into [feveral parts of
Europe, to fee the fineft. paintings ;
| ‘wéereéy be was enabled .to. make the
‘Baldnce : of - pamters we . find in. this
2rem‘ ife’s o attempt,” which, for its
ﬂﬁwl{y, muji meds 6e acceptable %0
ibe camo:)s -

. .. ’\
B ¢ -

H I S’ love: of pamtmg ma’uced bim
e fé 20°draw. up a- parallel between it
*and poefy 3 wberem, with his ufual

( ] - ean~




Thé Tranflator’s PREFACE. v-
candour and learning, - be /bews the -

excel;em‘e: aml pregferences of 6016 ;
-arts. ‘ K

W E Jball here endeavonr - to make .
Jome remarks on portraiture, ‘as it is
the branch of pamtmg chiefly pratiifed.
© among us y and at the fame time to°

- Jbew what may be learned from théi

Sollowing fyftem, by tbq/?z fwbo ﬁu@'

or pmé? ﬁz this art. ..

. "IN tbe balance egfbrg/htd Vane*
- dyke (whom, jor Jeveral reafons, we
may-call ours) flands bigh; as bav-
ing fifteen degrees of merit for coms.
pofitiony- sen for defign, - feventeen. for.

coloz«rmg, ‘and thirteen for expreffion .
- And we octordingly difcover. in bis.
works fuch compofition; air, £roce,
and fine penciling, asnove of his fuck
cq[ors hate hitherto attained. His
A3 metbod
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method indeed was presty fingular,
(which our author does not wholly agree " .
* #0) and culculated for difpatch; for
ke beflowed not abowe an bour on
a fitting ;5 but, being presty fure of
the effetts of bis colours, be painted
without much feumbling ; the beft way
te preferve their purity and vivacity.
Rembrant (whom the balance eguals
with Vandyke for colouring) the mot
& perfeft model for an Englith face-
painter, was [o careful not ta torture
bis calours, thas be chofe ratber to add
frefb omes 5 and for this reafon bis
warks, as well as Vandyke's, maintain
to this day en unufual frength and
vigour. WNow, it may be naturally
inferr'd, from the prattice of tbg{é
#awo painters, that as any colour, any
Siroke, is o exprefs fome drawing,
Sorwe tendency, towards teint and like-
m’ﬁ, ﬁ any grmt difturbance, or

wrong
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wrong colour (too often the cafe of
portraiture) not only fpoils drawing,

but ﬁzrpriﬁngly alters and fouls the |

teint, and makes the painting lefs like,
and lefs durable, . ST

BUT, t return 1 Vandyke :
What if we flould Suppole, thar the
hiftorical management A was broughs

up 10, under the excellent . Rubens,
loofened his head, gave bim eafy
~penciling, and a noble ait, and’ in-
duced him to exprefs nature with more
ipirit, even more o improve her,
than if bis genius and pencil had been
always_confined to portraiture ®  Ir's
very probable, that fuch a genins will
never quit hiftorical freedom 5 and
yeb, likeVandyke's, iz will, on coming
to portraiture, be thereby better en-
ebled 1o exalt nature, and preferve
likenefs. | R
- | A4 BUT
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B U T # pains was 00 great for
tbl: afﬂttﬁ 5 - whoy, propofing an’ éxat?
truth i all things, always sketched, in
black and white crayons, the fi fizey at-
tztude, and a’rg/.'v of the per_‘/én who
/Zzt 16 bim, and, from them, pamted
afterwards bis cloaths, which were
Jent 1o bim for ihat purpofe. This,
whatever trouble painters may - think
it, muf¥ needs look snore free, natural,’
and becoming, and tend more 10 like-
nmefs, than:any fize;. pofture, or drefs,
taken from a layman.  As for bands,
this artiff painted them from. thofe
qf -the: per_'/bm be retained for that

psef

I ZV /}eahr 74 of the attztudes, (which,
with ‘the face, are the language of
portraiture) our author makes them of
two_kinds 5 viz. 1n mouon, ‘and at

reﬁ :
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reft 2. The one for: young people only,
and the qther, for any perfons indif-
ferently 5 yety allowing the inattive to
bave Jome motion. ~ Now, if the atti- .
tude be to exprefs, who and what
the fitter isy and his very temper, (a
“wery- nice hiftorigal- pojnt) bow much .
does it concern the portraitift to ﬁm{y
ity “and make the diftinttions aforefyidl
Whereas - the poftures of moft of .our
portraits are at reft, aml at 6g/z‘ taken
from the /ayman "

B U 7, to _prow;motiOn-, and hifto-
rical management, iz a portrait, I
muft acquaint the reader, that I bave
Jeen a pilture drawn in ltaly, of an
Englith gentleman,. where be is_repre-
Jented.in'a fisting pofture ; the ground
15 a. piece of walling, with a window,
at the outfide of . which appears &
pef_*/Zm bolding up:- a [mall image of

white

£
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white marble - for the gentleman to look
at, who, with sxstended armsy admires .
it5 beanty. And tho bis face was, on
 this aecount, fore-fhortened lengthwi ﬁa,
yet zt retained great likenefs.

TH E RE is yet bebind a favourite
hiftoricdl principle of Vandyke and
Tman, which face-painters little heed,
1 smean the claro-obfcuro ; a com-
 pound Ytalian word, fignifying fimply,
an oppofition of light and fhade;
but, in a more refined fenfe, any co-
lours, naturally luminous and light
in themfelves, oppofed to others pa- -
- turally more brown and heavy

- THE artifice of the claro-obfcuro,
af whatever fmall import painters may
think it in & pertrast, is certainly
praflicable in a family-piece s becaufe
our autbor vells us, - that every fuch
B pitture
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. pifture is an hiltory, and lecomes a
group by the meeting of . the fipures
of different fexes and. ages, and in
different uitivwdes and draperies. NVow
this group muf} be fo managed, has tbe

| foremoj? Sigures wnfl wst only, as be-
ing neareft. to the “eye, receive the
greaveft light, but alfo be zmprowd by
draperies of natural light colours, {and,
‘in this, white and yellow fattin does
wonders)- and the off-figures be more
brown and heavily coloured, but with
difecretion 5 fo that the whole group
- may appear to have one general light
oppofing one general fhade.

In a word : This treatife will ap-
pear, as our author would have it be,
@ palace and bylwark for art, towhich
~ both painters, and lowvers. of pazm‘mg,
" may fafely retive for infirustion and
entertainment,

AS
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AS to the tranflation ; we bave
endeaveured to make it as acceptable to
the Englith reader as poffibley by ob-
ferving: a medium: between 209 wide &
paraphrafe, and too literal a verfion s
the propereft method for a work that
treats o learnedly -and profoundly of
vhe Art of Painting.” SR




. Tk AUTHOR%
PREF ACE,
 ON THE *
IpEA of PatNTING
\ HE prize of a race isnot to be won,

- . if we have not the goal ini our eye; .
nor is the perfet knowledge of ary

art or {cience to beacquired, without

having a true idea of it.. This idea is our

goal or mark, and directs us unerringly to
the end of our career; that is, to the pof-

. {effion of the {cience we defire.

Burt though there is nothing which does

- . not include in itfelf and difcover its true

idea; yet we muft not from hence infer,
that this idea is fo obvious, as not to be
miftaken ; or that the falfe idea does not
- often pafs for the true and perfe®. There
‘are feveral ideas of painting, as well as of
- other arts: The dxfﬁculty lies in difcovering
~which of them is the #rue ome. For thig
purpofe, it is neceffary to obferve, that, m
_pamtmg, there are two forts of zdea: 3
. B gmeral



2 The Autuor’s Preface, on

general idea, which is common to all men,
and a particular idea, peculiar to painters.

THe fureft way to know infallibly the
true idea of things is, toderive it from the
- very bafis of their effence and definition ; for
definition was invented for no other purpofe
than preventing equivocation and ambiguity
in ideas, banithing thofe that are falfe, and -
informing the mind of the true end and -
principal effects of things.. Whence it fol-
lows, that the more an 7dea leads us directly
and rapidly to the end which its effence points
out, the more certain we ought to be, that
fuchan idea is a ¢rue one.

T HE eflence and definition of painting is,
the imitation of wifible objelts, by means of
Jorm and colours : Wherefore the more for-
cibly and faithfully painting imitates nature,
‘the more direGtly and rapidly does it lead us
toits end ; which is, zo decesve the eye; and
the furer proofs does it give us of its zrue
3dea. o

THE general idea above-mentioned ftrikes

and attra&ts every one, the ignorant, the
" Tovers of painting, judges, and even painters
themfelves. A piture, that bears this cha-
racter, permits no one to pafs by it with in--
difference ; but never fails to furprife us, and .
to detain us for a while to enjoy the pleafure
of our furprize. 'True painting, therefore,
is fuch as not only furprifes, but, as it were,
calls to us; and_has fo powerful an eﬁ'o!f:.
. ) A that




‘the Idea of PainTinG, 3
that we cannot help coming near it,, as if it
had fomething to tell us. And we no fooner

- approach it, but we-are entettained, notonly
with fine choice, with the movelty of the
things it reprefents, with the hiftory or
fable it puts us’'in mind of, with ingenious
inventions, and with allegories, to give us
the pleafure of employing our parts, either
in difcovering the meaning, or criticifing the
obfcurity of them; but alfo with that f74¢
‘and faithful imitation, which attraCted us at
firft fight, and afterwards lets us intoall the
particulars of the piece ; and which, accord=
ing to Ariftotle, never fails to divert us, how
horrible foever thofe natural objeéts may be
which it reprefents. :
~ THE other idea, which, as we faid, is

. peculiar. to painters, and to which they

- ought to be perfectly habituated, concerns;
in particular, the whole theory of painting 3
« and fhould be fo much at command, that it
may feem to. coft them no refletion to exe-
cute their thoughts: So that after having
ftudied corre&t defign, fine. colouring, and
all their dependencies, they ought to have
thofe ideas always prefent and ready, which

~ anfwer to the feveral branches of their art.
Ox' the whole, true painting, by the
force and great truth of its imitation, oughe,
as I have obferved, to call the fpettator, to
furprife him, and oblige him to approach. it,
as if he intended to converfe with the figures:
Ba In
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In effe&, when the piece bears the charater
of truth, it feems to have drawn us to it,
for no other purpofe, than to entertain and
inflrut us. :

Bu T here we muft obferve, that the sdeas
of painting in general are as different as the
manners of the feveral fchools. Not that
painters are without thefe particular ideas,
which they ought to poflefs: But the ufe
they make of them not being at all times juft,
the babits which this ufe brings upon them,

~ their attachment to ome part more than an-
- other; 'and the affetion they preferve for

the manner of thofe mafters whom they
have imitated, prejudice their choice, and
bias them to fome favourite branch of the

. art; though they are under the firicteft ob--

ligation to make themfelves matfters of every

part of it, in order to contribute to the ge- :

neral idea above-mentioned : For moft
painters are always divided in their inclina-
tions ; fome following Rapbael, others Mi-
chael - Angelo, others the Caracchis, and
others the fcholars of thefe mafters: Some
prefer the whole ; others the abundance of
thoughts ; others the graces ; others the ex-
preffion of the paffions of the foul ; and there

are fome who give themfelves wholly up to

- the beat and tranfport of their genius, tho’
but little improved, either by ftudy or re-

flection,

Bur
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BuTt what can be done with all thefe
vague and uncertain ideas ? 'Tis certainly
dangerous to reje&t them ; we muft therefore
vefolve to prefer to all other things that
truth, which we have fuppofed in the ge-
neral sdea: For, to all painted objetts, the
appearance of fruth is more neceflary, than
the manner of any mafter whatever ; becaufe
truth in painting is the bafis of all the parts

which heighten the excellence of  this art;

as the fciences and virtues are the foundation
of all thofe accomplithments, which can
cither exalt or adorn human natur¢. For
which reafon we muft fuppofe truth on the
-one hand, and virtue and fcience on the
other, to be in perfeGtion, when we talk-of
" thofe finifhings, or accomplithments, of
* which either paiating or hwman nature is
fufceptible, and which, without refting
upon fuch a bafis, can have ne good effect.

. Infhort, the fpectator is not obliged to feek
for truth in a painting; but zruzh, by its
effe®t, muft call to the fpectator, and force
his attention. . )
"T 15 in vain to adorn a ftately palace with
the greateft rarities, if we have forgot to
make doors to it, or if the entrance be not
proportionable to the beauty of the building;
{o as to raife the paflenger’s defire to walk in,
and gratify his curiofity.  Al] wifible objets

enter the underftanding by the faculty of

Jeeing, as mufical founds do by that of hear-
ﬂ ' . B3~ ing.

/

—— ey

=



6 The AurHoX's Preface, on

ing. 'The-eyesand ears are the doors, which
admit us to judge of painting and mufick :
The firft care therefore both of the painter
“and the mufician thould be, to make thefe
entrances free and agreeable, by the force of
» -their harmony ; the one in his colouring con-
duted by the claro-obfcuro, and the other in
his accords. The f{peQator being thus ate
tracted by the force of the performance, his
eye difcovers in it thofe particular beauties
which are capable of inftru&ing and pleafing ;
the curious gnds in it what fuits his tafte ;
and the painter there obferves the different
branches of his art, in order to improve
himfelf by what is good, and to reject what-
ever may be wvicious. Every thing in a
picture is not equally perfect. Some paint-
ings there are, which, with feveral faults,
when minutely confider’d;, do not fail, ne-
verthelefs,. to catch the eye; becaufe of the
artift’s excellent management in his colouring,
and the claro-obfcuro. ' '
ReMBR AN T, for inftance, diverted him-
{elf one day with drawing his maid’s pi¢ture,
in order to fet it at his window, and deceive
paflengers : His proje@ fucceeded; for the
fallacy was not difcover'd tjll fome days
after. And yet, as we may juftly imagine
of Rembrant, this effe was not owing to
the beauty of the defign, nor to the noble-
nefs of the expreffion. When I was in Hol-
 dand, 1 had the curiofity to fee this picture ;
: : " and,
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and, finding it to be well pencil'd, and of
great force, I bought it, and it has at'this
time a confiderable place in my cabinet.

OTHER painters, on the contrary, have
thewn in their ‘works a good ‘many per.
fections in the feveral parts of the art; yet
have not been (o happy as Rembrant, to gain,
at firft fight, fuch favourable regards: I fay,
not happy ; becaufe, if they have fometimes
{ucceeded, ‘twas owing to a chance difpo-
fition of objecs, which, in the places they
filled, required an advantageous c/aro-obfcuro;
a perfection which cannot be denied them,
but wherein the fkill of the painter had very -
little fhare ; fince, if it had been the effect
of {cience, it would have appeared in all his
other produétions, :

- THuUsnothingis more common, thantofee
paintings fetoff a room, purely by the richs
nefs of their borderings, whilft the infipidity
and coldnefs of thofe paintings is fuch, that
people pafs uncencernedly by them, without
being attracted by that truth which calls to
us. Now, to make this point clearer, I
muft explain it by the example of fome
fkilful painters, who yet have not been
mafters enough to, ftrike the eye, at firft
fight, by a faithful imitation, and a truth
which ought to deccive, as even excelling
nature itfelf, The moft remarkable example
I can quote is Raphael, becaufe of his great
seputation, -and becaufe there was never any

: B 4 painter -
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painter who poflefled fo many parts of the:
art, or poflefled them in fo high a degree of
pperfection. . :
T1s very certain, by the confeffion of
many, that men of knowledge have often
fought for Raphael's works in the midft of
them ; that is, in the halls of the Vatican,
where are his beft performances ; and have
+ asked their guides to fhew them the works
of Raphael, without giving the leaft  indi-
cation of being ftruck with them at the firft
glance of the eye, as they expected to be,
- from that painter’s reputation. The paint-
ings of Rapbael did not anfwer the idea they
had conceived of fo great a genius, becaufe
they meafured.them by that idea which one
ought naturally to have of perfet works.
They could not imagine, that the imitation
of nature would nat, in the works of fq
wonderful an artift, appear inall its vigour,
and all its perfeGtion. ‘This fhews, that
without the knowledge of the ¢lare-obfecuro,
and of whatever depends on colouring, the
other parts of painting lofe much of their
merit, even when they are in that degree of
perfeGtion to which Rapbael carried them.
" I suaLL offer here a late inftance of the
little effect which Rapbael’s works produce at
firft fight: I had it from (4) a friend well
known for his genius and knowledge, and

. (4) Monficur de Valincours. ‘
o : who,
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who, as it ufually happens to perfons of his

parts, has fuch an efteem for this famous

painter, as comes up to admiration. Being

fome time ago at Rome, he was very im--

patient to fee Raphael's works; the moft
admired of which are his Frefco paintings
in the halls of the Vatican : He was accord-
ingly carried thither, but happened, with
indifference, to crofs the halls, without per-
ceiving, that he had befofe his eyes what he
fo eagerly fought after. His condu&or
thereupon ftopt him fhort, and faid —
Whither are you going fo faft, Sir? There's
what you look for, and you do not mind. My
curious friend .no fooner perceived the
beauties which his fine genius pointed out to
~ him in thofe works, but he refolved to repair
thither cften, fully to gratify his curiofity,
,and to form his tafte on what he could fur-
ther difcover. But what, if, befides charm-
ing with the fight of fo many fine things,
Raphael had, at firft fight, called to him, by
" the effe&t of a colouring proper for each

obje&, and fupported by an excellent c/aro-
ebfcure ! C ' o

TH1s gentleman thought he fhould be
extremely furprifed at the fight of paintings

that had fo great reputation ; but was nots

~ And, not being a painter, he contented him-
felf with examining and praifing, the airs of
the heads, the expreffions, the noblenefs of
the atritudes, and the graces of the parts y
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beft underftood : In other things he had but
little curiofity, becaufe they relate to the
painter only. This ftory is often revived, as
well by painters who never faw any of Ra-
plael's works, as by other curious perfons,
1gnorant of painting.

YET it muft be acknowledged, that fome
of this artift’s paintings are well colour'd ;
but we muit not form out judgment of the
whole, by the .few of this kind ; for it is
the general run of his, and other painters
works, that muft determine the extent of
their capacities..

-SoME obje&, that this great and perfect
imitation is not effential to painting; and
that, if it were, the effects would appear in

moft pictures ; that a piGture may call, and -

yet not always anfwer the idea of the per-
fon who comes to it; and that it is not ne-
ceflary for the figures to feem defirous ta
enter into a converfation with the fpectator,
. becaufe he is already prepoffefled with the
potion of its being only a painting,

~ I is certain, that the number of pictures
which call the fpettator is but few: But
that is not the fault of the art; the effential
effe& of which is to furprife, and deceive the

eye: We muft only blame the painter’s neg- -

ligence, or rather impute it to his genius, as
not being exalted enough, or not fufficiently
farnif'd with the principles neceflary for

‘ ‘ ‘ ‘com-
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compelling, as it were, thofe who pafs by,
to ftop, and give attention to his pieces.

Bur further; it argues more genins to
make a good ufe of lights and fthades, har-
mony of colours, and their fuitablenefs to each
particular obje, than to defign a fingle
figure correctly.

Desicen, which requires much time to
learn perfectly, confifts of little more than
an habit, which is often repeated, of giving
mcafures and outlines ; but the claro-obfcuro,
and harmony of colours, is a continual fub-
ject of reafoning, which employs the genius
In ways that are as different as the compo-
fitions themfelves. A moderate genius may,
through perfeverance, attain corre&t defign-
ing ; but the claro-obfcuro requires, befides
the rules, fuch a compafs of genius, as may
incorporate with, and, as it were, diffufe
itfelf through, all the other parts of paint-
ing.

gTIs well known, that the works of 7:-
tian, and of all the painters of his fchool,
have fcarce any other merit than their claroe
obfeuro, and colouring; and yet they bear a

reat price, are in great repute, and maintain
their pofts in the cabinets of the curious,” as
firft-rate pictures. : ‘

WHEN I fpeak of defign, I muft be un-
derftood to mean only that material part,
which, by juft meafures, forms all objefts

in a rcgula; manner ; for J'am not lgnoralx;t
' . that
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that in defign there is a genius capable to
feafon all forts of forms by the affiftance of
tafte and elegance ; yet it is eafy to obferve,
that the effe@®, which calls to the fpe@ator,
arifes principally from the colouring of all
the parts; by which we are to underftand
the claro-obfcuro, and the general harmony

- of colours, as alfo fuch as we call ocal, or
. colours which faithfully imitate thofe of any

~ particular obje@. But all this hinders not

“help forward the whole wor

and from
mutually affifting each other; fome to form,
others to adorn the objects painted, in order
to give them a tafte and grace that may in-
firu&, refpe@ively, both loversand painters,
and, in a word, may pleafe every one.
Trus, as it is the duty of painting, both
to call and pleafe; when it has called the
{peator, it muft necefarily entertain him

the other parts of art from bein)% necefary to

"~ with all the various beauties of which it is

capable. -

I MusT now proceed to fet the feveral
parts of painting ih their natural order, that
I may confirm the reader in the idea I have
been endeavouring to eftablith : And becaufe
this idea is founded on #ruth, 1 fhall begin -
the following difcourfes with a treatife on
this fubje@: which I am the more obliged
to do, becaufe the fubjet of truth, and the
idea of painting, are fo nearly allied, as to

. be almoft the fame thing ; forallthepart.;
. R o
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of painting are no further valuable than they
bear this charater of truth.

A ¥ TER the idea of painting which I have
endeavoured to eftablith, and after the trea-
tife upon truth, I fhall fpeak of the other
parts of painting; and if the grounds I go
upon are folid, they may poffibly fcreen me
as well from the falfe critick, as from thofe
who are ignorant of the true principles of
- the art. : ‘ ,

SucH principles I will endeavour to efta-
blith, as may ferve to build a rampart and
palace for painting, where: great painters,
true criticks, lovers of painting, and all per-
fons of good tafte, may fafely retire. In-
vention will furnith the thought of the
ftruture, and chufe its painter-like fituation,.
which, though fanciful, and fometimes even
wild, will, neverthelefs, be extremely agree-
able. Invention will alfo prepare the ma-
terials, and difpofition compart the rooms,
for receiving all the folid beauties and orna-
ments we would place in them. After in-
vention and difpofition, defign and colouring,
and their dependencies, are ready to perform
their parts in executing the building. Co-
louring will vifit every thing, and every-
where diftribute its gifts, according to the
exigence and propricty of the place; and,
jointly with defign, will chufe the furniture
of the palace. Defign alfo will, by way of

- pre-eminence, have alone the charge of over-
‘ feeing
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fecing the architeure, as colouring will
have that of chufing the piGures ; and both
will co-operate to put the finithing- hand to
the ftru¢ture. :

Tue fituation, to make it commodious
for painting, muft be diverfified with objeGs
produced ‘without art or culture, as rocks,
cafcades, mountains, rivulets, forefts, fkies,
and fields, all in an uncommon manner, yet
keeping within the bounds of probability,
and which will be more particularly handled
in my difcourfe on landfkip.

. AMoNGg other inhabitants of this palace,
painting will receive poefy with all the
marks of diftinction the deferves, where they
will live together, like two kind fifters, who
ought to love one another, without jealoufy,

-and -without difputes: It is with a parallel
between thefe two arts I intend to clofe this
fyftem of painting. .

So Mk perfons of good fenfe have blamed
me for making ufe of the defet in Raphael
to confirm my- fentiment on the idea of
painting; Raphael, who ought not to be
mentioned, fay they, but as the model of all

rfection, confidering the general and efta-

lithed reputation he has acquired. They

own, I have reafon in the main; yet fay,
that I ought to chufe fome other example,
and join with people of underftanding in
treating Raphbael with more ecomplaifance.
They add, that the curious are already fet
againft
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againft me, becaufe they have imagined, that
I preferrd Rubens to Raphael ; and that the
example I make ufe of to confirm my fenti-
ment, would rather irritate than convince '
them ; and would likewife, with them, very
much leflen the opinion which the world
entertains of my fkill in painting.

I can only anfwer, that I chofe Rapbael
as an example, that is, what often happens
at the firft fight of his works, -for no other
reafon, but becaufe he excelled more in all
the parts of his art, than any other painter;

. and becaufe I fhould reap more advantage,
and more certainly eftablith my fentiment
on the idea of painting, if I fet it in oppo-
fition to all Raphael’s perfeGtions. To chufe

. Raphael, therefore, as an example, becaufe
he pofiefled more excellencies than any other
painter, and in order to fthew, that all excel- !
lencies lofe much of their luftre, when they
are not accompanied with a colouring which ?
calls the curious to admire them, can never '
be thought to arguea contempt of him.

My intention is not to write, either far -
the learned in painting, or the ignorant, but
for fuch as are born with an inclination to
this fine art, and may at leaft have improved
it by converfing with able judges,and learned
painters: I write, in a word, for young
pupils, who may have fet out in a right
path,. and for all thofe, who, after actjuiring
fome tincture of defign and cplouring, have

- impartially

4
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| impartially examined the ‘beft works, and

are docile enough to embrace thofe truths

which may be hinted to them,

e e e e

- A's for half-learned painters, who have fet
out in the wrong path, and moft of the
book-learned, they ufually maintain the falfe
ideas which they have haftily embraced; and,

~ tho’ ftrangers to defign or colouring, or Ra-.

phael, or Rubens, will talk of thofe two
painters according to an antient tradition,
which, though much leflened of late by
good refletions, has yet left its impreffions

- on the minds of many.

~ As for myfelf, I can fay, that having, in
my travels, view’d, with great attention, the
fineft piGures in Europe, I have ftudied
them with fondnefs ; and fuch parts as nature
has beftowed upon me, I have improved and
employed this way: I admire every thing that
is good in the works of the great mafters,
without refpe to names, .or any other com-

laifance. I value the feveral celebrated

- {chools: I love Raphael, Titian, and Rubens ;

and I do my utmoft endeavours to dive into

“the rare accomplithments of thofe great

gaintcrs: But, whatever perfeGtions they may
ave, I love truth better: Truth alone is

what thould be had in view, efpecially by one

- who writes for the publick : This is a refpet

~ from paying it.

- to which the publick has a right, and there-

fore 1 thought I could not excufe myfelf
- OF
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AN, however much given to lying,
M hates nothing fo much as a lye, and

the fureft way to gain his confidence
is, to treat him with fincerity : "Tis needlefs,
therefore, to make an encomium hEre op.
truth, fince every one loves it,; ‘and feels theem,
beauties of it; nothing is good, nothing
pleafes, without truth ; ’tis reafon, equity,

" good fenfe, and the bafis of all perfection ;

" “tis the aim of the fciences; and all the arts,
‘whofe objec is imitation, have no other ten- -
dency than to inftruft and dire men, by a
faithful imitation” of nature : Wherefore,
thofe, who either cultivate the fciences, or
exercife the arts, cannot fay that their en-
deavours have been crowned with fuccefs,
if, after all their pains, they have not dif-
covered that truth which they look upon as
the reward of their ftudies.

C BesipEs
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Bes1ipEes the general truth, which ought
‘to appear in all things, thereis a truth pecu-
liar to each of the fine arts, and to each of -
- the fciences. - My prefent defign is, to dif-
cover what is truth in painting, and of what

' implortance it is to the painter to exprefs it
well. :

Bur before we enter on the fubjedt, it
muft be premifed, with regard to imitation
/in painting, that though the true object is
the natural one, and the feigned object that
in the picture, the latter is, neverthelefs,
‘called true, when it is a perfeét imitation of
the former. It is therefore the truth in
painting, which I fhall endeavour to dif-
cover, in order to fhew its worth and necef-
fity. 1 obferve, in painting, three kinds of
truth, =2, ' L.

The fimple;

‘The ideal ; and .

The compound, or perfect truth,

. THE fimple, which I call the primary
. truth, is a plain and faithful imitation of the
i’ motions that exprefs nature, and of thofe
" objects which' the painter has chofen for his
. copies, fuch as they appear to the eyc at firft
. fight; {o as the carnations may feem to be
- real fleth, and the draperies real ftuffs, in-
- their feveral varieties, and each objet main-
. tain the true chara@er of its nature, and, by
.| the force of the claro-obfucro, and of the .
| - union




. be harmonious.
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_union of colours, the feveral painted.objects ' |

may appear to hdve a relief,-and the whole |
I N all natural things, this fimple truth \
difcovers the way by which the painter may -
- gain his end; which is fuch a ftrong and
lively imitation of nature, that it may feem
pofiible for the figures to come out of the .
picture, as it were, in order to talk with

. thofe who look at them.” Byt let it be here

obferved, that from this idea of the fimple
or primary truth I abftrac all the beauties
that may embellith it, and which either the
painter’s genius, or the rules of art, mayadd
to it, in order to make the whole perfect. -

THE ideal truth is a choice- of various -
perfetions, not meeting in any fingle copy,
but taken from feveral, and commonly from
thofe of the antique. |

Ta1s kind of truth comprehendsan abun- -
dance of thoughts, a richnefs of invention;,
a propriety of attitudes, an elegance of out-.
lines, a choice of fine expreffions, an hand-.
fome caft of draperies, and, in a word,
every thing that can, without altering the
primary truth, make it more moving, and . -
more agreeable. But as all thefe perfections
can only fubfift in idea, with regard to paint-
ing, they have need of a lawful fubject,.
both to preferve and fet them off to advan-
tage.: And this lawful fubje is fimple.
truth, in the fame manner as moral virtues

Cz2 are
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are only ideal, if they have not a'lawful
fubjed, thatis, a fubject properly difpofed
to receive and {upport them; without which
they would be but the fhadows of virtue.
" SiMpLE truth fubfifts of itfelf, and gives
both relifh and fpirit to the perfeGtions which
attend it ; and if it does not alone lead to an
tmitation of perfe¢t nature, which depends
“apon the choice the painter makes of his
copy, it leads at leaft to an imitation of na-
ture, which, in' general, is the end of paint-
ing. Ideal truth, of itfelf, muft be allowed
to lead into a moft agreeable path : yet it is
fuch as does not carry the painter to the end
of his art, but leaves-him fhort of #t; and
the only afliftance he can expeét to come to
- the end of his career, muft proceed from the
fimple truth, Hence it appears, that the
fimple and ideal ‘truths together make a
perfe& compound, and mutually affift each
other ; with this difference, that the former
overpowers and darts its rays through all the
perfetions that are joined to it. ’
- TrE third truth, as a compound of the
- other two, gives the laft hand toart, and the
perfect imitation of fine nature, It carries
{o beautiful a probability, as often appears to
be more true than truth itfelf : And the
reafon is, that, by the aforefaid conjunction,
the primary truth feizes the {peGtator, falves
many negligencies, and produces’ its effett
the firft, without qur attending toit, .
B N THIS
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"Tuis third truth is the mark which hi-
therto no man has hit; we can only fay,
that thofe who have come the neareft to it,
are the moft accomplithed. The fimple and
ideal truths have been divided according tg
the genius and education of the painters who
poflefled them : Giorgione, Titian, Pordenon,

old Palma, the Baflans, and all the Venetian

fchool, had no other merit, but that of pof-
fefling the primary truth: And Leonards da
Vinci, Raphael, ¥ulio Romano, Polyore da

Caravaggio, Pouffin, and™fome others of the .
Roman {chool, have gained their greateft repu- -
tation by ideal truth; efpecially Rapbael;, who,
befides the beauties of ideal, was mafter of a -

confiderable part of the fimple truth, by
which means he came nearer to that truth
which is perfe®, than any other Italian:
In effett, it appears, that, in order to
imitate natare in its variety, this' painter
ufually made ufe of as many different na-
tural obje&s, as he had figures to introduce
into his pieces ; and if, at the fame time, he

added fome things of his own, it was to,

make his drawings the more regular, and
more expreflive, but always preferving truth,
and the diftinguifhing chara&ter of what he
copied. Though he was not thoroughly
mafter of fimple truth in the other parts of
painting, yet he had fuch a tafte for truth,
that in moft of the parts of the human body,
which he defigned after nature; he drew
- | Ci3 - them

~
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- them on paper, as they really were, in order
to be teftimonies of the moft ﬁmplc truth,
dnd to be joined to the idea he had of the
beauty derived from the antique. An ad-
~mirable condu&! in which no painter has
been fo fuccefsful as Rapbael fince the re-
vival of the art. i
' Now, if perfe¢t truth be compofed of

. the fimple and ideal, paipters may be faid

_ to excel, in proportion to the degree wherein

~ they poﬁ'efe thofe feveral truths, and to the

' happy facility they  have acquxrcd of joining
~ . them into one compound.

" AFTER having fettled what truth is in
;pamtmg, it is proper ta inquire, whether
thofe painters, who exaggerate, or overds
the out-lines of their figures, in order to
{feem learned, have not abandoened truth, by
exceeding the bounds of a regular ﬁmphcxty
In this point, painters ufe the word charge,
to fignify any thing that exceeds: Now, as
every thmg that exceeds, is beyond proba-
bility, ’tis certain, that whatever may be

faid to be charged, is contrary-to the truth - -

whxch we would eftablith. Yet there are
charged out-lines which pleafe, becaufe they
are above the lowlinefs of ordinary nature,
and becaufe they carry with them an air of
“freedom, and a certain idea of a great tafte,
* which deceives moft painters, who call thefe
excefles, the grande maniere. But thofe
who have a true idea of carreitnefs, of re-
gulag -
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gular fimplicity, and of the elegance of
nature, will look upon thefe excefles as
fuperfluous, fince they always adulterate the
truth: Yet one cannot help praifing fome
overcharged things in great works, when
the diftance from whence ‘they muft be

~ viewed, foftens them to the eye, or when
they are ufed with fuch difcretion, as makes -
.the chara&er of truth more apparent.

SoME painters there have been, who, in-
ftead of a reafonable moderation in their de-

figns, have affe@ed to exprefs their out-lines

and mufcling with greater exaCtnefs than

the art of painting requires: Their motive

was, to gain to themfelves the reputation of
being fkilful in defign and anatomy; but
their motive, like their pictures, has a cer-
tain air of pedantry, more capable of leflening
the beauty of their works, than of increafing

their reputation: It muft, indeed, be granted,
- that the artift ought to underftand anatomy,
:and the fharp {wells, which are its confe-

quences ; becaufe anatomy is the bafis of de-

~ figning, and becaufe thefe fwells may lead .

thofe to perfection, who know how to take
and to legve as much of them as is neceflary
to make exactnefs and fimplicity of defign

~ agree with good tafte: Such things may alfo

be tolerable, and often agreeable, in mere

“dketches of a picture, and the learned painter

may profitably make ufe of them when he

begins and dead-colours ; but {hould cut them

C 4 off
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off when he would have his work appear in
perfection ; as the architet firikes his centre
as foon as the arch is fet. .

O the whole, the antique ftatues, which
have paffed at all times for the rule of
beauty, have nothing charged, nothing af-
feGted ; nor is there any thing of this kind
in the works of thofe who have always imi-
tated them; as Rapbael, Pouffin, Domini-
chino, and {ome others,

Nart only all affetation is difpleafing,
but nature, befides, is obfcured and overcaft
by a bad habit, which painters call manner.

TuE better to underftand this principle,
°tis proper to know, that there are two forts

. of painters: Some, and they are but few,
1 paint according to the principles of art, and
i make truth fo abvious in their works, as to
i ﬁoF and entertain the fpeGator ; others work
. only practically, by an expeditious -habit,
¢ which they have either taken up without
- reafon, or learnt of their mafters without
. reflection. Though thefe fometimes do well,
- either by chance, or by the help of their
i memories, yet they always fucceed but in-
- differently when they work on their own
bottom ; for as they but rarely make ufe of
the natural, or elfe confine themfelves to
 their habit, they never exprefs. that truth,
i_pr'that probability, which is the fole objeét
\ef a true painter, and the end of painting.

For
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For the reft, among all the fine arts,
there is certainly none, where truth ought

to be fo confpicuous, a$ in painting: The

other arts do but revive the idea of things
abfent; whereas this intirely fupplies them,
and makes them prefent, by the very eflence
of it, which confifts not only in pleafing,
but deceiving, the eye. _Apelles drew his
portraits fo true and like, both in air, and
every thing elfe relating to the face, that a

. certain horofcope-maker could, on fight of |

them, tell the temperament or conftitution

i

P

- of the perfon painted, and what would befal

him: *Twas this painter’s care, therefore, ;
rather to obferve truth in his portraits,thanto | ~
embellith them with falfities. In effet, truth |
has, in this cafe, fo many charms, that it |

ought to be always preferr’d tg borrow’d
beauty ; fince, without it, portraits can only
preferve a vague and confufed idea of our
friends, and not the true chara&er of their
~ perfars. \ o
- WHaAT can be inferr'd from all this rea-
fening, but that there is in painting a pri-
jary, an effential truth, which leads the
painter diretly to his end; an animated truth,
which not only fubfifts and lives of itfelf,

- but alfo gives life to all the embellifbments

of which it is fufceptible, and which ought
to be joined with it; and that thefe. per-
fections are but fecondaty truths, which, by
themfelves, have po force to move, but )z!et
S da
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do honour to the primary truth, when added
to it? Now this primary truth in painting
is, as we have faid, a fimple and faithful
imitation of the motions wlgich exprefs na-
ture, and of objedts, fuch as, at firft fight,
they prefent themfelves to the eye, with all
their varieties, and in their true chara@ers.
It appears, therefore, that every painter,
“who not only negleCts the primary truth,
; but does not take great pains to make him-
 felf thoroughly mafter of it, will only build

" 1 upon fand, and will never pafs for a genuine

- imitator of nature ; and that the whole per-
- fection of painting confifts in the three forts
éof truth we have’ endeavoured to eftablith.

Copy of a Letter from Monfieur Du

- "Guet, 20 a Lady of Quality, who
had fent bim the preceding Difcourfe,
and had afked bis Opinion of i.

19. March 1704.

T HE difcourfe of truth in painting,
‘ Madam, has better informed and pleafed
me, than thofe other difcourfes with which
you know I was fo well fatisfied. 1t aptPcars

_ to me, not only to be a fummary of the
rules, but alfo to difcover the, foundation,
and ultimate end of them ; and I have there
learned, with great pleafure, the fecret of

v FeConle
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reconciling two things, which I took to be
oppofite ; the art of ‘imitating nature, and
that of going beyond this .imitation, .by
adding to her beauties, in order to attain
them; and of correting her, to make her
more apparent. The fimple truth gives life
and motion, and the ideal chufes with art
every thing that can either adorn or make it
moving ; yet does not chufe but from the
fimple truth, which indeed is barren in fome
parts, but, upon the whole, is rich and
fruitful, v

- Now, if the fecondary truth does not
fupport the primary, but rather overpowers
it, and hinders it from being more apparent,
than any addition from the fecondary ; art
departs in this cafe from nature ; takes her
place, inftead of reprefenting her; difappointg
* the fpetator’s expeation, and not his eye ;
- and warns him of the fnare, inftead of con-
cealing it from him. If, on the other hand,
the primary truth hasall the truth of life and
motion, and is wanting in that noblenefs,
. exadnefs, and grace, which fometimes are
only to be found elfewhere, if it fubfifts
without any aid from the fecondary, which
is always great and perfect, it pleafes no fur- -
ther than it is agreeable and finifh’'d, and the
copy has nathing that was mifled in the
priginal.

- 'THE ufe we are therefore to make of this
fecondary truth is, to fupply eyery fubjedt
\ ' S with
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with thofe things which it has not, but
might have, and fuch as nature has diftri-
buted among others, and thus to unite thofe
perfe@ions, which nature has commonly
feparated. = ‘ '

THE fecondary truth is, ftrictly {peaking,
very near as real as the primary ; for it does
not invent ; it chufes from all parts; it
ftudies whatever may pleafe, inftruct, or -
animate. Nothing efcapes it, not even what
would feem to have efcaped it by chance. It
catches, by means of defign, what does but
once appear, and enriches itfelf with a thou-
fand different beauties, that it may be always
uniform, and never fall into repetitions.

*T'1s for this geafon, methinks, that the
union, of thefe two truths has fo furprifing

~an effe@; for this union produces a perfect
imitation ‘of what is moft ingenious, moft
moving, and moft perfett in nature. Every
thing here is probable, becaufe it is true;
but furprifing, becaufe it js rare; every
thing ftrikes, becaufe every thing .that is
capable of firiking has been .obferved ; yet
nothing appears affeCted, or overdone, be-
caufe there is nothing here that is wonderfnl
and perfe@t, which has not been copied from
nature, . ' , §

*T1s departing from the rules, and the
end of painting, to let any one beauty over-
power another, or to aim at a reputation for
any one part, and not for the whole: De-

.ﬁgna
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fign, fkill' in anatomy, and even the defire
to pleafe, and be approved, fhould all be
fubfervient to truth. A true painting, in
thort, ought to tranfport the fpectator from
the very firft moments he feesit, and not to
give him leave, till afterwards, to think of
the painter, and admire his art.,

‘MoNs1EUR DU P1vLEs has,. very hap-
pily, difplayed the character of thum, for
- the fimple truth in its greateft force; and
that of Raphael, for ennobling the ﬁmple
truth with the ideal: And I know not whe-
ther any more refined or more univerfal me-
thod could be found for judging of the
merit of the greateft painters, than going
even beyond their efforts, and their fuccefs,
and pointing out the union of the two. truths
which they have endeavoured after, but have
not attained, as the utmoft ﬁretch of the
art.

I xNoW not, Madam, why I{ay fo much
on this fubjed, if not to let you fee, how
full I am of what I have been readmg and
what value T fet on fuch thingsas I can’t
help repeating to you, though I am fenfible,
that in fo doing I fpoil and weaken them,

I am, Madam,
with all imaginable Refpect,
your moft bumble,

and moft obedwnt Servant.
*

OF
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INVENTION.

. W N order to obferve fome method in treat-
I ing of the feveral parts of painting, we
may confider it in two lights; either
with regard to the young ftudent, or to the
perfett artift : If it is confidered according
to the method in which it is learned, we
muft begin with defigning, then treat of
colouring, and end with compofition; be-
caufe ’tis to no purpofe to think what we
would imitate, if we know not how to
imitate it, and becaufe objects can only be
~reprefented by defign and colouring. But
if we confider this art in its perfection, and
according to the order in which it is ex-
ecuted, and if, befides, we fuppofe the
painter to have acquired a perfect habit in
the feveral parts, fo as to execute them with
facility ; the firft part that offers itfelf will
be invention ; for, before he can reprefent
. obje@s, he muft determine which he would
reprefent, “Tis in this fecond light I am

here to confider painting, that I may give
Co : an
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.an idea of it fuitable to the tafte of the
greateft number of readers.

'SEVERAL authors, who treat of paint-
ing, make ufe of the word invention, to
exprefs different things : Some would convey
fuch an idea by it, as they take to compre-
hend the whole compofition of a piGure;
others have afcribed to it fertility ofP genius,
newnefs of thoughts, and the method of -
exprefling them, and of treating the fame
~ fubjec in different ways. But though thefe
particulars are extremely proper for fupport-
"ing invention, for ornamenting it, and giving
it heat and life, they are neither the ground
nor the eflence of invention ; for a painter,
who is not mafter of all thefe things, may,
nevetthelefs, do his part in invention, by
the jufnefs of his thoughts, the prudence
of his choice, and the folidity of Eis judg=
ment, ' -

. INvENTION, therefore, as it is but apart
of compofition, cannot give a parfect idea of
it ; for compofition implies both invention
- and difpofition ; tis one thing to invent ob-
je€ts, and another to place them rightly. I .
thall not ftop here, to refute the other ideas
which have been entertained of invention ;
as I hope to define it in {o true and obvious -
a manner, that I'imagine there .will be no
diverfity of opinions on this fubje&.

I T AKE invention to be @ choice of the
" objelts that enter inty the compofition zf

. ' - toe
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the fubject which the painter would treat of.
I fay, a choice ; becaufe objects ought not
to be brought into a picture inconfiderately,
and without - contributing to the expreffion
and charaer of the fubject, I fay, that
thefe obje@s ought to enter into the compo-
fition, but not wholly compofe the picture ;
- to the end, that invention may not be con-
founded with difpofition, and may leave it
at full liberty to a its part; which confifts
in placing the aforefaid objects to the beft
advantage. ' o

-~ PokTts, as well as orators, have their
different ftyles to exprefs themfelves in, ac-
cording to the feveral fubjets they treat of ;
and upon this depends the choice of words,
of harmony, and of the turn which they
give to their thoughts. ’Tis the fime in
painting : When the painter has chofen his
fubje&, he muft chufe his figures, and their
dependencies, accordingly. The painter, as
well as the poet, has his {ublime ftyle for
- things that are elevated, his familiar ftyle
for common things, his paftoral ftyle for the
country, and fo forth. Now, though' all
thefe various ftyles fall in with all the parts
of painting, they are, neverthelefs, in a more
particular manner, the province of invention.
But this point would require a treatife of
itfelf. o _
INVENTION, as .it relates to painting,
may be confidered in three refpets ; it is
~ ‘ - either ’
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either fimply hiftorical, “or allegorical, or
myftical. :

PAINTERS, with reafon, ufe the word
hiftory, to fignify the higheft kind of paint- -
ing, which confifts in bringing many hgures
together. And, ’tis ufual to fay, Such a
painter does biftory, fuch a one paints beafts,
Such a one landfkip, fuch a one flowers, and
fo forth. But there is a difference between
the divifion of the kinds of painting, and the
divifion of invention. I here take the word
biffory in a large fenfe; and mean by it,
every thing that can either fix the painter’s
idea, or inform the fpetator. I fay, there-
fore, that invention, fimply hiftorical, is fuch
a choice of objects as fimply of themfelves
reprefent a fubject. - ,

- THis kind of invention comprifes not

only all forts of hiftory, whether true or
fabulous, as related by authors, or eftablithed
by tradition, but alfo portraiture, views of
_-countries, beafts, and all the productions of
art and nature ; for in painting a pi¢ture, the
artit muft not only have his pallet and pen-
cils in readinefs, but, as we have faid, he
muft, before he begins, refolve upon what
~ he would paint, though but a flower, fruit,
plant, or infe&t ; for though the artift may
 confine his genius to fuch things, they areoften
capable of yielding inftruction, as they have
their particular virtuesand proprieties : Thofe

- who have written of them, and. have fet off .
D ther

———
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their. works with demonftrative figures, are
called hiftorians ; and we fay, The hiftory
of plants, the hiftory of animals, as well as
that of Alexander the Great. Invention,
fimply hifterical, has therefore its degrees,
and is more or lefs valuable according to the
quantity of its matter, the mature of its
<hoice, and the genius with which it is ma-
naged. : v
ALLEGORICAL invention is a choice cf
objects that ferve to reprefent in a piece,
either wholly or partly, what in fa& they
- are not. Such, for inftance, is the painting
-of Apelles, reprefenting Slander, as defcribed
by Lucian: Such alfo is the moral painting
-of Hercules, placed between Venus and Mi-
nerva, where thofe pagan deities are only
- introduced, to fhew the force of virtue..
" And fuch is the piture of the School of
Athens, in a chamber of the Vatican, where
feveral figures, of different times, countries,
and conditions, are brought together to re-
“prefent Philofophy. The three other pictures
-1n the fame chamber are drawn in the fame
allegorical manner ; and, if we confider the
- tranfactions recorded in the old teftament,
they will appear to be partly (a) allegorical,
as well as fimply hiftorical, becaufe they are
- the types of what fhould come to pafs under

(a) 1 Cor. %, 6,
' the
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the new law, Thefe are examples of fub-
jects which are wholly allegorical.

Tug works, which are but partly alle-
gorical, engage our attention’ more eafily,
and more agreeably ; becaufe the fpectator,
being affifted by the mixture of figures purely
hiftorical, diftinguithes, with pleafure, the
allegorical figures that are joined with them,
We have an authentick example of this in
the das-reliefs of the Antonine column, where
the fculptor, being to exprefs fome rain,
which the chriftian army obtained by theic
prayers, (4) has introduced, among the fol-

~diers, a raining Fupiter, having his beard
and hair covered with water, which falls from
thence in abundance. Now, Fupiter is not
placed there as a God who makes a part of
the ftory, but as a fymbol of rain, after the
snanner of the heathens. Antient authors,
fpeaking of the paintings of their times, re- .
Jate many examples in allegory : And, fince™
the revival of the art, painters have made
frequent ufe of them; and, if fome have
abufed them, ’twas becaufe they knew not
that allegory is a kind of language, which
ought to be common among feveral people,

(%) Thishappened in thereign of the Emperor Marcus
Aurelius, who erected the calumn here mentioned, on
which were reprefented, .in bas-relief, the wars he waged
with the Germans and Sarmatians ; and, in gratitude,
placed on it the flatue of Antoninus, who had adopted

" him-to the empire.

D3 and
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and is founded on a received ufage, and the -
knowledge of books and medals ; and chofe, -
rather than confult them, to invent a parti-
cular allegory, which, tho’ ingenious, could
not be underftood by any but themfelves.

MysTicaL invention refpes the chri-.

. ftian religion. Its end is to inftru& us in
fome myftery, grounded on fcripture ; which
myftery is reprefented to us by feveral objeéts
that concur to point out fome truth.

Our myfteries, and the points of faith,
which the church has injoined, furnith a
great many examples. The fecond council
of Nice, having allowed of fetting before the

. eyes of the faithful the myftery of the Trinsty,
painters reprefent the Fazber under the figure
of a venerable old man ; the Soz in his hu-
manity, as he appeared to his difciples after
the refurretion ; and the Holy Ghof}, in the
form of ‘a dove. The laff judgment, the
church triumpbant, matters relating to the
law, to faith, and the facrament, come un-
der the fame denomination. Among the
many examples which able painters have left
us, I fhall mention a moft ingenious one, a
colour’d fketch of which I have by me, and
prize highly. The fubje& is, The myftery
of the incarnation. Now, had the author
of this defign been willing to treat the 4n-

“nunciation hiftorically, he might have only
drawn the virgin Mary in a plain room,.

_ without other company than the angel ; but,

B being
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being refolved to treat the fubje& myftically,
he has placed her on a kind of throne or
* half-pace, where, on her knees, fhe, receives
humbly, but with dignity, the angel’s em-
bafly, whillt God the Father, having fettled
with his Son the price of man’s redemption,
affifts, asit were, at the performance of the
contract. The Father is feated majeftically
. on the globe of the world, encompafied by
the celeftial choir, and having, at his right
hand, fuftification.and Peace, which it had
been agreed to beftow on the whole earth.
- He fends his Holy Spirit to work this great
myftery. The Holy Spirit is furrounded with
acircle of angels, holding each others hands,
and exulting, becaufe mankind were to fill
‘up the places of the bad angels. Several
angels, terminating this celeftial part .of the
piece, have in their hands different attributes,
which the church afcribes tothe holy wir-
gin, to fhew, that of all mankind fhe was
‘the worthieft of the grace with which fhe
was filled. All this great fight takes up the
upper part of the piece. Beneath are the
Patriarchs, who longed for the coming of
the Meffiah ; the Prophets who foretold it, "
the Sibyls who fpoke of it, and the little
'Genii, reconciling the paflages of the Sibyls
with thofe of the Propbess. Thus does this
piGure myftically difplay the truth and
grandeur of its fubject.

D3 I
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I uave now gone through the thre¢
" ways in which we may conceive invention;
to wit, as either fimply hiftorical, or allego-
fical, or ‘myftical. Let us now fee what
they have in common one with another;
after which we fhall fpeak of the qualities
peculiar to each of them. .

-~ A paINTER of genius finds, in all the
parts of his art, ample matter to make it
appear. But the part that gives him moft
- opportunities of fhewing his fenfe, imagin-
- ation, and judgment, is, without doubt,
invention. ’Tis by means of invention, that
painting goes hand in hand with f{)ocfy; itis -
chiefly invention that gains the efteem of  the
better fort; I mean, perfons of judgment,
who, not fatisfied with the bare imitation of
objects, would have the choice of them to be

juft, in order to exprefs the fubjett.
* Bur this very genius muft be cultivated
by the knowledges that relate to painting ;-
becaufe, let the imagination be ever fo
bright, it can only bring forth fuch things
as the underftanding is already filled with ;
and the memory fupplies us with no other
ideas, but thofe of what we know, and have
feen. Accordingly the talents of particular
men are ¢ither funk in the lownefs of com-
mon objects, or elfe rife to the fublime, by
fearchin% for fuch as are extraordinary. For
this reafon, fome painters, who have cole
tivated their parts, have happily fupplied 3
C o want
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want of genius ; and, raifing themfelves with
their fubject, their fubjc& has been obferved.
to rife and grow greater on their hands.
Without the neceflary parts of knowledge,
one is liable to many miftakes ; but when
we are poflefled of them, every thing pre-
fents itfelf regularly, and comes infenfibly
into order. ' L
- ’T1s, neverthelefs, convenient for young
people, after having ftudied the effentials of
their art, and before they give publick proofs,
of their abxlmes to exercife their genius on
all forts of fubje&s ; becaufe, like new wine,
which violently ferments, that it may be-
come in time more palatablc, they at firft
give themfelves who]ly up to the impetuofity
of their imagination ; but when their firlt
fallies are evaporated, the images of their,
conceptions, without lofing their force, grow,
more clear and purified. But if they do not,
truft fo much to their own underftandings,
as not to confult their knowing friends on
the kind and meafure of their talents, they
ought to confider them as a plant which muit
be fet ina partxcular fort ground pnefe:-
ably to any other, in order to yield its fruit
in its feafon. In the fame manner, if the
painter can chufe his owa fubjed, he ought
to prefer that which beft fuits the nature and
compafs of his genius, and affords higm mat-
ter for exercifing it in the manner for which
ke is beft furnithed. To give heat to his
. Dy imagination,
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imagination, he muft turn his ideas into dif-
ferent fhapes, he muft read his fubjet feo
veral times with great attention, that a lively
image of it may be form'd in his mind ; and
that, in proportion to the greatnefs of the
matter, he may fuffer himfelf to be tranf-
portcd even to enthufiafm, which is ‘the
diftinguithing quahty both of a great painter,
and a great poet.
A's the painter can rcprefcnt in the fame
iece, no more of 'nature, than what i3 to
Ee feen at one glance of the eye, he cannot,
for this reafon, exhibit, in the fame piece,
what pafied at “different times ; and if ‘fome
have taken the liberty to do otherwnfe they
are inexcufable for it, unlefs they were
forced to do it by thofe who employed them,
or unlefs they meant to compofe a myftcr:ous
~or allegoncal fubjet, like the pxé’ture of the
School of Athens.

Bur after the fubje@ is well fix'd, it is.

~ extremely proper to introduce fuch circum-
" ftances as ferve to fortify its charater, and
. make it known. They mutt not, however,

‘be fo numerous as to tire the attennon -but
rather fo judicioufly chofen, as to give an
agreeable exercife to the mind. Thefe cir-
cumftances relate to place, time, and per-

fons, ‘Thus, whilft the artift is mﬁru&mg‘

the fpe&ator he ought, befides, to divert
bim with variety. This variety appears in
- the fcxes, ages, countncs, conditions, atti~

o C tudcs,
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tudes, expreffions, dlverﬁty of animals, ftuffs,
“trees, buildings, and every thing that can
: excrcxfe the mind, -and properly fet off the
feene of the pl&ure I would not, how-
ever, approve of this abundance of obje&s
and of 'this variety, how pleafing foever in
ather refpedts, but fo far as it is fuitable to
the fubje&, or at leaft has fome inftrutive
relation to it; for, as fome fubjects breathe
nothing but joy and tranquillity, {o there
are others which are either -mournful or
tumultuary ; fome require gravity, dignity,
refpe, filence, and fometimes folitude, and,
confequently, admit but of few ﬁgures, as
there are others which are fufceptible of a
great many, and of fuch a variety of objeGs
as the fkill of the painter thinks proper to -
_introduce: For the whole muft have a ten-
"dency to the hero of the fubject, and pre-
ferve an unity well exprefled, and well cons
ceived.
 THESE are the general propertxes of the
three kinds of invention. It remains to con-
. fider, what is peculiar to each of them.

Amonc the properties, of which in-
vention, fimply hiftorical, is fufceptible, -I
abferve three, fidelity, perfpicuity or clear- -
nefs, and good choice. I have elfewhere
obferved that fidelity in hiftory is-not the
effence of painting, but only a neceflary ap-
pendage to the art ; for, though the painter
be only an h1ﬁonan by accxdent ‘he 1s, ne-

vcrthelcfs
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verthelefs, to blame, if he does not acquit
himfelf well in what he has undertaken.
By fidelity I mean an exa® imitation of
things, whether true or fabulous, as tranf-
mitted to us either by authors, or by tra-
“dition : And it is not to be doubted, but the
more fidelity fuch an imitation preferves, the
greater force does it give to the invention,
‘and the greater value to the painting. . But
if the painter has been careful to ftamp his
fubje&t with fome mark of erudition, fuch
as may awaken the fpeltator’s attention,
without deftroying the truth of hiftory; if
he can blend fome poetical paffage with
thofe hiftorical fa&s that admit of it; ina
word, if he can treat his fubje® with that
moderate licence which is allowed both to
painters and poets, he will make his inven~
tions fublime, and will gain himfelf a diftin-
guifhed reputation. Fidelity, therefore, is
the firft property of hiftorical invention.
~ THE fecond is pcrfPicui«ty or clearnefs;
fo that the fpeCtator, if fufficiently acquainted
with hiftory, may eafily difcover what par-
ticular paflage the painter would reprefent,
‘Whence it follows, that all ambiguity muft
be removed by fome peculiar mark of the
fubje@, that may diftinguith it from any
other. I fpeak here of fubjeéts which are

* uncommon ; for thefe which are generally

- known, and are often repeated, have no
need of this precaution, If the fubje& is
: , not
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not enough khown, or if the painter cannot
well bring in fome object to explain it, he
ought to make no ditficulty of mfertmgz
motto or infcription. Of the many ex-
amples of this kind, both antient and mo-
dern, I fhall chufc only two, which are
well known ; one of Rapbael, and the other
of Hannib_al Caracche. 'The latter having
peinted, in the Farnefian gallery, the ftory
of Anchifes endeavouring to give proofs of
his love to the goddefs Venus ; left Anchifes
fhould be miftaken for Adoms has artfully

~ made ufe of Virgil's words, (c) Genus unde

Latinum——which he writ beneath the bed,
on the bottom of the alcove. And Rapbael
#n his Parnaffus, having placed Sappho among
the pocts, has writ the name of that learned -
dame, left the fhould be taken for one of
the mufes.

Tar third property of hiftorical inven-
tion is the choice of the fubje, fuppofing
the painter has the power to chuafe ; for are-
markable fubjec furnithes moft opportunities
of enriching the fcene, and commanding
attention. But if the painter beftows his -
pencil upon a little fubjed, he muft endea-
vour to mmake it great, by the extraordinary
enanner in which he treats it. "

ALL EGORICAL invention, in like man-
per, has three properties. The firft is, that

{¢) Alluding tothe origin of the Jiglian race. .
- ‘ it
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it be intelligible. °Tis a great fault to keep
the attention long in fufpenfe by means of
new-invented {ymbols, as ’tis a perfection to
entertain it, for fome moments, by {uch alle-
‘gorical figures as are known, generally re-
ceived, and ingenioufly employed. Obfcurity
tifes the mind ; but perfpicuity makes it en-
joy the difcovery with pleafure. :
THE fecond property of allegory is its

authority. Cezfar Ripa has written a volume

upon this point, which is in the hands of the
painters : But the beft things in this author
are his extra@ts from the antique medals;
and, ‘indeed, the beft authority for allegories
is antiquity, becaufe ’tis inconteftable.
THE third property of allegory is, that it
be neceffary. For as far as hiftory can be
explained by fimple obje@s, which belong
to it, ’tis needlefs to feek for foreign aids,
-which ferve rather to embarafs than adorn
{uch a fubject. '
-+ MysTicaL invention, as it is intirely
devoted to religion, muft be pure, and free
from any mixture of obje&ts drawn from
fable, It muft be grounded either on fcripture,
or the ecclefiaftical hiftory: We have ample
‘matter for this kind of invention in our Sa-
viour’s parables, and in the Apocalypfe (d),
the obfcurity of which we ought to reve-
rence, but are not obliged to imitate. The
-Holy Spirit, which breathes where it pleafes,

(4) Sicut tengbre ejus, ita ¢t lumen ejus, .
| ' makes
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makes itfelf intelligible when it pleafes; but
the painter, who can neither penetrate nor
alter the fpe@ator’s underftanding, ought to
ufe his utmoft efforts to be underftood.
“As nothing is more facred, more grard,
more permanent, than the myfteries of "our
religion, they can’t be treated in a ftyle that
is too majeftick : All that pleafes, does not
always pleafe ; and the greateft pleafures
commonly end in averfion ; but that which
creates an idea of grandeur and magnificence,
endures for ever. ' o
To conclude, in whatever manner the
part of invention be difcharged, it muft ap-
pear to be the effect of an eafy genius, rather
than of laborious refleCtion: And as there are
talents for attaining facility, there are alfo
talents for concealing labour ; and each have
their merit, and their partizans.
Happy is the man, on whom nature
has beftowed a genius able to run through
the vaft race in this part of painting, and to
chufe his objets well, in grder to make his
{ubjet intelligible, in order to enrich it, and
inftru&t the fpetator : But ftill more happy
-is the artift, who, after knowing every thing
that contributes to fine invention, knows
himfelf’ flill better, and makesa proper efti-
mate of his own abilities; fince it is the
glory of a painter, not fo much to undertake *
great things, as to execute’ well what he
- undertakes. \ '
N A
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. A :
DESCRIPTION

o OF THE
Scuoor of ATHENS,
. APainrincof RAPHAEL,
Referred toin the preceding Difcourfe

of INVENTION.

HIS pi¢ture, ufually called, Toe School
' of Athens, has been varioufly under-
ftood by thofe who have defcribed it ; and
it is furprifing, that, among others who
have publithed an explication of it, Vafari,
a Cotemporary of Rapbael, fhould have
made o great a miftake as to negle& con-
fulting him, that he might draw, from the
fource itfelf, thofe inftruions he had oc-
cafion for, to explain a work which has

made fo much #noife throughout all. Iraly.
TH1s author, who firft wrote of it, fays,
_ that it is zbe agreement of pbilofopbyand aftro-
logy with divinity; and yet there appears
no mark of divinity in the whole compo-
fition. The engravers of it have as im-
properly put an infeription under it, taken
. from

4
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from the acts of St. Pawl, to induce us to be-
lieve, that this apoftle, aftcr having met with
an altar, on which was mfcnbed T0 THE
UNKNOWN GOD, is here prcfcntmg
himfelf before the Judgcs of the Areopagu

to give them the knowledge of the God they
were ignorant of, and to inftru® them in
the article of zbe refurreition of the dead,
about which the Epicureans and Stoicks were
then difputing.

AcostTIiNO VENETIANO is yet more
grofly miftaken, when, in his print of five
or fix of the figures, which are towards the

right-hand in the aforefaid piece, he has
" fuppofed the philofopher, who is writing, to
be 8t. Mark ; and the young man with one
- knee on the ground to be the angel Gabriel, -
‘holding a table, on which is engraved the
angel’s falutation —~— Ave, Maria, &c.

A's ’tis needlefs to fpend mach time here
in refating thefe errors, which are equally
grofs, 1 fhall only defcribe the fosr cseling

res, which correfpond with the four
fobjets painted in the chamber, where this
Rands, and which evidently point them
out.

TrE ficf reprefcnts Theology, with-thefe
words —— Scientia divinarum rerum, the
knowledge of things divinc.

Tae focond is Philofophy, - with thefe
words —= Caufaram cogmw thc know-
ledge of caufes,

Tue
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" T ue third is Furifprudence, or Knowledge -
in the law ; with thefe words ~— Fus fuum
© unicuique, doing right to every one : And
T u e fourth reprefents Poefy; with thefe

words — Numine afflatur, infpired by the
Deity. ‘
- Now; in the piece called zbe fchool of

- Athens, the figure of Philofophy is placed

uppermoft ; and therefore it cannot be

doubted but that this painting reprefents
Philofophy, as will appear more clearly from
the particular defcription I am going to give
of it.

THE fcene opens with a building of mag-
nificent architeGture, confifting of arcadesand
pilafters, and fo difpofed as to render. the
profpect of them gradually diminithing; and
the break advantageous, and to give a grand
idea of the fubject. The place is filled with
philofophers, mathematicians, and others,
who give themfelves up to the fciences ; and
as it is only through' a courfe of time, that
philofophy is come to that degree of per- -
feGtion in which we fee it, Rapbael, who had
a mind ta reprefent this fcience by an af-
fembly of philofophers, could not effett it
by putting together only thofe of one age.
The painter’s intention was, not to compofe
a fimple hiftory, but an allegory, where the.
diverfity of times and countries, does not
hinder the unity of the fubje®. Rapbael
has taken this method in drawing the th}t;‘ee

, other
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other piGtures in the fame chamber, to wit,
theology, jurifprudence, and poefy. In the
firft of which we fee'the feveral fathers of
- the church; in the fecond, the lawyers ; and
in the thlrd the poets of all ages.

.. From the difpofition of the figures in
this piece, and from the nature of their feve-
ral cmploymcnts we may fafely conclude,
that it muft be a meeting and fociety of
men, poflefled. of feveral parts of know-
ledge, fuch as the philofophers ; nay, we
 difcover among them Pythagoras, Socrates,
- Plato, Ariftotle, and .their difciples; and
mixed with them we fee perfons. employd
in mathematical {ciences.

In the middle of the piece are placed,
uppermoft, the two moft celebrated philo-
fophers of antiquity, Plato and Ariftotle ;
the former holds, under his left-arm, a
book, :the Italian word for the title of whxch
is written, Timeo; Plato’s fineft dialogue;
~ and as this book treats myftically of natural
things compared to: divine, this philofopher
has his right-arm raifed, and points with it
- to heaven, as the fupreme caufe of all
.thm S. :

ON the left-fide of Plato is his difciple
Ariftotle, holding a book on ‘his thigh, on
which is written the word Ethica, or, the
fcience of manners, to which this pmlofopher
.chiefly. applied hxmfclf and his arm, being
ﬁrctched out, gives. h1m the attxtude of a

. peace-

-
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peace-maker, and a moderator of the paf-
fions ; a character perfetly agrecable to.
moral philofophy.

O N each fide of thefe-two great philofo-
phers are their difciples, of all ages, fo art-
fully grouped and difpofed, as to fet off the_
two heroes of the piece to great advantage ;
and tho’ the attitudes of thefe difciples are -
very different, yet they all fhew a great
attention to the words of their mafters.

‘Beuinp Plato's hearers is Socrates,
turned towards Alcibiades, who is eppofite
' to him ; both are in profile: the former is
known by his bald head, and flat nofe ; and
the latter is a handfome young woam, in
a warrior’s drefs, with his flaxen hair flowing
on his fhoulders ; his armour edged with a
gold ornament, and one hand on his fide,
and the other on his fword : and as bhe was
both a philofopher and warrior, he gives
great attention to the difcourfe of Socrates;
which the latter enforees with very expreffive
attion ; heextends both his hands, and takes
with his right the tip of the firft finger of
- the left, to thew that he is explaining and
illuftrating his thoughts, fo as to make them -
thoroughly underftood, while all his difeiples
are attending to what he fays. _

Next to Alcibiades is Antifthenes the
currier, in whom Socrates difcovered fo great
a propenfity to philofophy, that he inftructed
him- in the principles of it, and dnsiffbes

nes,
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zes, quitting his- trade, became a famous
profeffor of moral philofophy, upon which
he wrote thirty-three dialogues : ’tis he who
is the chief of the Gynickfect. The painter,
to vary his figures, and give them motion,
has fet, behind Alcibiades, a man turning
about, and holding out his hand, to call,

" .after thé Ttalien manger, and haften a fer-

vant, who brings a book, and a great roll
“of papers, to which the antients gave the
name of Polumes ; and behind the fervant
" appears the face of another, who, with his
. “hand to his cap, feems refpe&fully to an-
fwer the perfon who calls.

A Mo NG Ariflotle’s difciples, Rapbael has,
in like manner, difplay’d their attention to
their mafler’s words ¢ One .among the reft,
having tmderftood the demonftrations of
Arcbimedes, is leaving, according to the
" Greek cuftom, the Matbematick {chool, to
go to that of Philofophy; and meeting witha
perfon on the way, he inquires of him where
the fcience may be learnt, and is direGed t9
Ariftotle and Plato. .

H arp by this figure is a ftudious young
man leaning upon the bafe of a pilafter;
with' his legs acrofs, and writing down, on
paper, what he wants to learn ; while' an
old man, learning on the fame bafe, and
refting his chin on his hand, is ferioufly
- weighing what thé young man bas been
writing, ‘ ,

| E 2 Amone



2 The ScuooL of Athens.

AMon G other figures that terminate this
fide of the picture, is (2) Democritus, wrapt
up in his cloak ; he walks in the aflembly,
\agter the manner of blind men, by the help
of his ftick ; for near the end of his life he
blinded himfelf of his ewn accord, that he
might not be difturbed in his philofophical
contemplations. The painter may have re-
prefented himin a great old age, to thew that
a man fhould labour, even to his grave, to
irform and undeceive himfelf.

-. IN the group, on the right-fide of the
piece, and on the firft ground, ’tis eafy to
difcover Pythagoras feated, who writes the
principles of his philofophy, taken from
the barmonick proportions in mufick. . Next
to him is a young man holding a table, on
‘which are, in Greek charatters, the accords
and confonances of finging, which are read
thus : Diapente, Diapafon, Diatef-
Jaron —— terms well known to able mu-
ficians. It is even faid, that this philo-
fopher is the author of the demonftration
of thefe confonances, of which Plato, his
difciple, formed the accords and barmonick
propartions of the foul. .
- PyrHAGORAS fits profile-wife, with a
book in his lap ; he appears intent upon
fhewing the relation of mufical numbers to

’ ( a) Cic. de fimito ben. et mal, 1. v. v.29. Idem
Lv.-Tufe. 29. Aul. Gel. x. ¢, 17 ex Laborum
mimis. :

. o h R ;.thc
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the fcience of natural. things. Near tp him-
are his difciples Empedocles, Epzcbarme: Ar-.
chitas ; one fitting by his mafter, and bald-
headed, writes on his knee, havmg his ink=--
horn in onehand, and his pen held up in,
the other; his eyes very -open, and -mouth
{hut, to thew him very careful not to let any
of his mafter’s writing be loft., _

Beuinp this philofopher, another dif-.
~ ciple, with his- hand on his breaft, comes

forward to ook into the book ; he has cap.
on, his chin is fhaved, but he has a bold-
pair of whifkers, and “his - cloak is clafpd.
All this decoration prebably tends only to.
thew' the variety Rapbael always aimed at-
in his warks. .

Beninp this group, are feen thc face and:
hand of another philofopher, who, fome-.
what ftooping, opens his two firft ﬁngers ag .
if he was reckoning, after the Italian man-
ner, and feeming. to explain the Diapafon,
which is the double ‘confonance deferbed by
Pythagoras )

- IN a corner of the plecc isa perfon fhaved
with a ‘book refting on the pedeftal of a,
column, in which he is earneftly writing.-
This figure is thought to be -the portrait of:
fome officer in the pope’s palace; becanfe he,
is crowned with oak-leaves, which were the
device of pope Julius II. ’to whom, as his
benefator, and the reviver of the goldcn age

E 3 SRS |
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in Italy, with regard to the fine arts, Rapbael -
dedicated this work.
Harp by, and at the extremity of the -
" piQure, we fec an old man, with a little
" boy in his arms, who, in a manner fuitable
to his age, reaches out his hand to a book
wherein the old man is writing. It looks as
if he had broyght the boy thither purely to
difcover, whe‘ﬁer he had any inclinatien for
the fciences ; intimating, that we cannot, toa
foon difcover and cultivate the talent which
nature has given us. T
On the fide of this group of figures, ap~
pears a young man, of a noble mien, in a
white cloak fringed with gold, with his hand
on his breaft. ‘This, is believed to be Fran-
cifto Maria de la Rovere, the pope’s nephew,
and that he is introduced into the piece on.
account of the love he had for the fine
arts. | _ :
A viTTLE more before Pythagoras, an-
other of his difciples, with one.foot on a
ftone, and his knee raifed, appears with a
book in one hand, and copying with the
other fome remarkable paflages, which he
would recancile with his mafter’s fentiments.
"Fhis man may well be taken for Terpander,
-or. Nicomachkus, or fome other difciple of
Pythagoras, who believed that the motion
of the ftars depended on maufical principles.
MoRrEe forward, we feca 'phiE)fophcr by.
himfelf, leaning with his elbow on a marble
bafe ;
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bafe ; he hasa pen in his hand, and looks
ftedfaftly upon the ground, as if he was
intent upon the folution of fome great diffi-
culty ; heis coarfely clad, and his ftockings'
hang about his heels, to fhew that philo-.
fophers little regard drefs, and place all their
pleafure ‘in refletion, and the improvement
of their underftanding. o ,
O N the fecond ftep appears Diogenes by
himfelf, half naked, pangpejvith his cloak
flung back : and by him is his dith, as his -
badge of diftinCtion. His attitude is negli-
gent, and becoming a Cynick, who is fo
much taken up with morality, as to defpife
worldly pomp and grandeur.
O~ the left fide, are feen feveral mathe-
. maticians, whofe fcience, though it confifts
‘of what falls under the fenfes, yet has a re-
lation to philofophy, which confiders things
intelle@ual. The firft of thefe perfons is
Archimedes, under the likenefs of the archi-
te&t Bramante; he ftoops, and with arms
bending downwards, is meafuring, with the
compafles, an bexagonal figure, compofed
of two equilateral triangles, and' feems to
demontftrate fome property of it to his
fcholars. ” He has .about him four difciples
well-made, who in different a&tions difcover
either their ardent defire to learn, or the .
pleafure they have in conceiving what they
are taught. They are painted youthful, be-
caufe it was neceflary to learn,the mathema-
E 4 . ticks,
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ticks, before one could proceed to philofophy..
The firft of them has a knee on the ground,
his body bent, and his harid on_his thigh,
-and the fingers fpread he is attentive to the
aforefaid demonftrative figure, The fecond
difciple, who ftands behind him, refts his
hand on his companion’s back, thrufts out
his head, and earneftly obferves the motion
of the compaﬁ'es The two other difciples,
next to Archimedes, are advanced very for-
ward to fee commodlouﬂy The foremoft,
~having a knee on the ground, turns about
and fhews the figure to the perfon behind
him; who, ftooping, difcoversto us, by his
arms crofied and advanced, his admiration,
and the pleafure he finds in inftruction.
Vafari will have this to be the figure of
Frederick 11. duke of Mantua, who was
then at Rome.

BEuIND Archimedes are two philofo-
phers, one holding the celeftial globe, and
the other the terreftrial ; the firft, by his
garb, feems to have fome relation to the
Chaldeans, the inventors of aftronomy ; and
the other, who turns his back, and has a
royal crown on his head, is prcfumed to be
Zoroafler, king of the Baﬁrmns who ‘was
a great aftronomer, and great phxlofopher
Thefe two fages are converfing with two
young men, who are at the corner of the
picture, one of whom is Raphael himfelf. -

IN
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I~ this learned, fublime and judicious
manner has Rapbael chofen his fubjects, and
thus produced one of the fineft inventions of
the kind that ever appeared: But, not con-
tent to illuftrate his fubje&t by the feveral
perfons who enter into it, he was alfo de-
firous, that the fatues and éa: religfs, which
adom thé archxteéture, fhonld cqptribute 10
the richnefs and expreffion of his thoughts.
Accordingly the two ftatues, one on.each
fide the picture, are thofe of A’polla and Mi-
nérva, the demcs who prefide over arts and
fciences. In the bas-relief, under Apollo’s

" figure, is reprefented the emblem’ of ira/~
cible and concupifeible paffions ; the one by a
furious man, who outrageouﬂy ‘infults all he
‘meets with ; and the other by a Triton, em-
bracing a nymph on the element W]llCh gave
birth to Veniis. And as vice is only fo be
fobdued by wirtue, which is its oppofite,
the pamtcr has, in the bas-relief, under Mi-
nerva’s figure, placed Virtue fitting on the
clouds, with one hand on" her breaf?, the
feat of vatour, and indicating to mortals, by
the jceptre in her other hand, the power of
her empire. Near ber i the figure of the
- Lion in ‘the 2odiack, the emblem of force,
which, in the moral fcience, can only be
gamcd by good habits.
"THuUs has Raphael, W1th a beauty of
. genius, delicacy of thought,-and folidity of
judgment, fet before us thc alk gorzcal juége&

gf phily /opby v F
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.\ OF ,
DISPOSITION.

N my divifion of painting, I have affigned
I to compofition, which is the firft part of
it, two things; ?o wit, invention and
" difpefition; and in treating of invention, 1
! have fhewn, that it confifts in finding obje&ts
, proper for the fubject the painter would re-
i prefent. If they are not well diftributed, the-
. compofition will never give full fatisfaction
to the unbiafled fpectator, nor have a ge-
i neral approbation. But however advanta-
geous the fubjedt be, however ingenious the
mvention, however faithful the imitation of
the objects chofen, ceconomy and good order
~ is what gives a value to every thing ; and, in
the fine arts, draws attention, and fixes it,
till the mind is replenifhed with whatever,
in fuch a work, can both inftruct and pleafe:
And this ceconomy I properly call difpofition;
in which are fix parts; vrz.
1. The diftribution of objects in general :
2. The grouping : '
3. The choice of attitudes:
4 The contraft : : , |
E 5. The




Of DisrosiTION. 59

§. The caft of draperies : And,

6. The effet of the whole together ;
where I fhall occafionally fpeak of harmony -
and enthufiafm. ‘ ,

THESE, in their order, I fhall examine .
as fuccinétly and clearly as I poffibly can.

Of the Diftribution of Objeéts ingeneral.

AS the fubjects which painters may treat
of are innumerable; it is not poffible to relate
them all here, much lefs to thew their par-
ticular di/pofitions : But good fenfe, and the
nature of the matter, muit, in general, de-
termine the artift to affign to his objects fuch
places as are proper to make the compofition

I N compofition, the painter ought to con-
trive, as much as he poflibly can, that the
fpetator may, at firlt fight, be ftruck with
the character of the fubjet, or at leaft may,
after fo;mi:; mom;nt,s ofI reflection, take the

rinci cope of it. . It will greatly con-
_?ribl‘l::ga to thil:znd, that he plac% thcyhero,
and the principal figures, in the mofl con-
fpicuous places ; yet this muft be .done.
without affeation, and in fuch a man-
per as the fubjett. and probability require;
for ceconamy, or management; depends upon - .
the nature of the .fubje, which: may-
be either pathetick or gay, heroick or po-.
pular, tender or terrible; in.hort, the pic-.
ture muft have more or lefs motion, as iss.
fubjet

~
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fubje& is more or lefs ftirring or fill;  As
the fubject points out to the artift the proper
ceconomy 1n the difpofition of objeds, fo-
diftribution, in its turn, wonderfully con-
tributes ta the ‘expreffion of the fubje®,
gives both force and grace to what is in-
vented, prevents confufion in the figures, and
makes every thing in the piure more clear,

more apparent, and more capable to pro-
duce the effe&t above-mentioned, of calling
. to and detaining the [peclator. : '

Of the Cv'roz(.fu"n‘g;7

- THE aforefaid diftribution of obje&s does, .
in general, refpe&t grouping ; and the groups
proceed from the joining of objeds together.
Now this joining or combination may be con-
fidered two ways ; either with regard to
defign alone, or with regard to the claro-
objcuro ; both of which concur to hinder the-
eye from being diffipated, and to fix it
agreeably. -

T uE joining of objeéts with regard only to -
defign, ‘that is, without taking in the claro-
obfcuro, principally refpects human figures,
~ the altions, converfations, -or affinities, of:
which often require, that thcy be near one:
another ; but though thefe. circumftances do
not always happen where feveral perfons
meet together, yet it is fufficient, that the
_ thmg be pofiible, and that there be figures
enough

faem-
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;Qenough in the compofition of the picture, to
give the painter an opportunity of difplaying
‘his art, and pleafing the eye, by joining the

ﬁgures together, when he thinks it agreeable

-and probable.

"T 1s impofiible to enter into fuch a detail,

as to fhew how thefe different kinds of groups

muft be managed: The painter muft, in this

,cafe reft upon his own genius and reflec-
tions : Neverthelefs, in order to form a juft

idea, and good tafte of them, he ought to
confult the fine grouping in the pi¢tures of

~ the beft mafters, efpecially Rapbael, Fulio

Romans, and Polydore who have often com- .
bined feveral figures in fuch manner, as to
difcover all the judgmeat, and all the beau-
ties, that can be defired in frroupmtr But
before the artift makes this éxamination, he
muft be apprifed, that the joining or com-
bination we fpeak of, derivesits beft principles
from the choice “of attitudes, and fine con-
traft.

Of the Choice of Attitudes.
THE part-of painting which falls ugder

the word attitude, -as it comprehends all the
motions of the body, and requires a perfect

- knowledge of ponderation, ought to be tho-
+ roughly examined in a particular treatife,

that may have a relation to defign. And as
it likewife falls within the province of difpo-

ﬁtm, ‘with regard to the groups we talk of,
. I thall
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I fhall only obferve, upon this occafion, that
whatever attitude be given to the figures, let
the fubje&t be what it will, this aftitude
muft thew their beautiful parts, as much as
. the fubje will permit; and muft, befides,
," have fuch a turn, as without departing from
probability, or from ' the charater of the
figure, may diffufe a beauty over the action.
In effei, there is nothing in imitation,
but what is fufceptible of fome grace, either
by the choice, or Ey the manner of imitating,
There is.a graceful expreflion of the wices, -
as well as of the wirfues. The  outward
actions of a foldier hive a particular grace,
which would ill become a woman ; as the
actions of a woman have a grace, which
would not become the foldier. In fine, the
knowledge of the character which belonigs to
each obje&, and chiefly depends upon its
fex, age, and condition, is the foundation of
good choice, and the fource of the graces
proper for each figure. ’Tis eafy, therefore,
to obferve, that the choice of fine: a##:tudes
makes the greateft part of the beauties of
grouping. Let us now fee, what affiftance
‘the contraft affordsin this point. ‘

Of the Contraft. .

IF in grouping the attitudes muft not be
repeated in the fame view, and if divesfi
be a part of the graces of nature, tho

graces

5
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graces can’t be better difcovered thania the
variety and oppofition of motion. .

T HE word ¢ontraft is not much in ufe,
exccpt among painters, who took it from
the Fralians. It fignifies an oppofition

. among objefts with regard to lines, which
cither wholly or partly compofe them. It
takes in not only the different motions of
figures, but alfo the different fitnations of

the members, and of all other objects which -

meet together ; yet in fuch manner, as to
appear without affectation, and only to give
more energy to the expreflion of the fubje&.

Now, the painter who difpofes his objeCts to

_advantage, * contrafles not only his figures,

but alfo inanimate objets, that by fuch con-

Zraft, he may breathe into them a kind of = -,

life and motion : Contraft, therefore, may

" be defined to be fuch an oppofition of lines

that form objects, as makes thofe objelts fer
off one another. _

" TH1s oppofition, if well exprefled, gives
life to objects, commands attention, and in-
creafes that gracefulnefs which is neceffary

in groups, at lealt in thofe that relate to

defign, and the conjunction of attitudes.

W E have before obferved, that the firft
fort of groups, as relatipg to defign, princi-
pally belongs to human figures; but thofe
groups which relate to the claro-ebfeuro,
- take in all forts of obje@s. They requite
not only a knowledge in the lightsand fhades

‘ ‘ of
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. of every particular object, but alfo'in the

effes which thofe lights and fhades are ca<
pable of producing by their aflemblage or
union; and it is this which is properly called
the art of the claro-obfcuro ; which 1 fhall
treat of with-as much exaGnefsas poffible,
when I come to {peak of colouring. :

Of the Caft of Draperies.

A S the chief beauty of draperies lies in
a proper caft-or diftribution of the folds, and
as they are of frequent ufe in grouping, this
fubje®  muft needs be confidered as depend-
ing partly on difpofition : I therefore refer to
what I fhall fay hereafter on the fubje@ of

Draperies. o
Of the Whole together. -

~ THE laft point depending on difpofition
is,” zhe whole together, which is the refult of
the parts that ‘compofe the piece; but the.
whole, arifing from the combination of fe-
veral objeds, muft not be like a number
" made up of feveral unities, independent and.
equal among themfelves, but like one poeti-
cal whole, where-the great have need of the:
lower people,and thefe have need of the great.,
All' the- objeCts, lines, - colours, lights and:
thades, of ‘a piGure, are great.or {mall,
ftrong or weak, only by comparifon ; bfllt,l
ct
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let their natures, q’ualitics, or conditions, be
what they will, they have fuch a relation to
one another in their combination, as no one
in particular can fuperfede : For the effe®
of the whole confifts in a general fubordina-~
tion, where the darks heighten the lights, and
the lights fet off the darks, and where the
merit of each part is founded on a mutual
dependence. So that we may define zke
whole together to be, Such a general fubor-
dination of objeis one to another, as makes
them all concur to confiitute but one.

Now this' fubordination, by which fe-
veral objets concur to make but one, is
founded on two principles, viz. The fati/-
faction of the eye, and the effect of vifion.
And this I fhall explain. .

THE eye has this in common with the
other organs of fenfe, that it cares not to
. be obftruted in its office ; and it muft be
~agreed, thata great:many people, met in one
place, and talking together at the fame time,
and with the fame tone of voice, fo as that
no one in particular conld be diftinguithed,
would give pain to thofe who heard themi:
It is juft fo ina piCture, where many objects,
painted with equal force, and illuminated by
the ‘fame light, would divide and perplex
the fight, which, being drawn to feveral
parts at once, would-be at a lofs wheré to
fix ; or elfe, being defirous to take in the

F .. whole

B At
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‘whole at one view, muft needs do it imper-

fedly. .

Now, to hinder the eye from being dif-
fipated, we muft endeavour to fix it agree-
ably, by a.combination of lights and fhades,
by an union of colours, and by oppofitions
-wide enough to fupport the groups, and give
them repofe. But where the piure has
feveral groups, one of them muft predomi-
nate in force and colour ; and befides, de-
.tached obje&ts muft be fo united with their
ground, as to make but one mafs, that may
-ferve 'ds a repofe to the principal objets:
The fatisfattion of the eye is therefore one
‘of the foundatiens upon which the unity of
obje&s in painting depends. :

Tue other foundation of this fame unity

" .is, the effect of vifion, and the manner of
its> operation. -Now the eye is at liberty to
.fee all the objects about it, by fixing fuccef-
- fively on each of them ; but, when ’tis once
fix'd, of all thofe objects, there is but one

- which appears in the centre of vifion, that

can be clearly ‘and.diftinétly feen; the reft,

becaufe feen by oblique rays, become obfeure

.and confufed, in proportion as they are out
~‘of the direct ray. This truth appears as oft
-as we direct our eye toany object : I fuppofe

my eye, for inftance, at 4, plate I, directed

« to the obje& B, by the ftrait line 4 B. "Tis
:certain, that if I.do not move my eye, and
- yet would obferve the other objes, which
. can

PPy,
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can only beeen by oblique lines to the right
and left of 4B, I fhall find, that though
they are all in the fame circular line, and at
the fame diftance from my eye, yet they
decreafe, both in force and colour, in pro-
portion as they recede from the ftrait line,
which is the centre of vifion: Whence it
follows, that vifion proves the unity of an
object in nature. ‘

N ow if nature, which is wife, and which
in fupplying our wants accompanies thofe
fupplies with pleafure, thus brings feveral
objects into one glance of the eye, fo as to
make them but one, fhe inffruéts the painter
to take the fame method, in fuch manner as
his art, and the nature of the fubje&, will -

rmit. ‘This obfervation feems to me not
unworthy of his notice, if he would employ
his art for the fatisfaction of the eye, after
the example of nature, whom he imitates.

ANOTHER experiment may be made by
the convex mirrour, which improyes upon
nature as to the unity of the obje¢t in vifions |
All obje@s that are feen there with one
glance of the eye, make together one whole,
and a whole much more agreeable than that
which the fame objects would produce in an
ordimary glafs, or, I will venture to fay, eved
in nature itfelf. T fuppofe this convex mir-
rour to beof a reafonable fize, and not one of

thofe, which; being fegments af a fmall circle,

impair the forms of objets too much. Let
' ‘ Fa2 mg
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me obferve, by the way, that glaffes of this
fort, which are become pretty rare, might
be ufefully confulted, for particular objects,
as well as in general, for zbe whole together.

ArTER all, the painter muft confult him-
felf in his undertakings ; for if his work be,

large, he may compofe it of feveral groups,
which may, after the firft view, be capable
of fixing the eye, by the help of well-ma-
naged repofes, and become in their turn fo

many centres of vifion. Thus the judicious’
painter ought to contrive fo, that after the -

firft view, let his work be ever fo large, the
- eye may take it in fucceffively.

It remains that we now {peak of a won-
derful effect, which the whole together pro-
~ duces, and it is that of putting all the objects

_into harmony. For harmony, where-ever
it appears, proceeds from arrangement and
good order.. There is a harmony in moral
as well as in natural philofophy; in the con-

.du& of human life, as well as in the pro-

portions of the humap body ; and, in fhort,
in every thing that confifts of parts, which,

however different from one another, yet

“agree to make but one whole, more or lefs
general. Now, as this order muft be fup-
pofed to exift in all parts of painting fepa-
~ rately, we muft infer, that each part has its

* particular harmony. But it is not enough, -

that each part has its particular arrangement
and propricty ; they muft all agree together
- _ o . in

A

mtlg¥en
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in the pi¢ure, and make but one harmo-
nious whole; in the fame manner as it is
not enough, in a concert of mufick, that
each part be heard diftin¢tly, and follow the
particular arrangement of its notes; they
muft all agree together in 2 harmony which
unites them, and which, out of feveral par-
ticular wholes, makes but one awkole that is
general. This is what painting does; by the
fubordination of objects, groups, colears, and
lights, in the general, of a picture, _

THERE are in painting feveral. forts of
harmony ; the {weet and the temperate, as
ufually practifed by Correggio, and Guido
Reni ; and the ftrong and great, as that of
Giorgione, Titian, and Caravaggio. And
thefe may be in different degrees, according
to places, times, light, and the hours of the
day. Graat light, ina clofe place, produces
ftrong fhades ; the fame, in an open country,
requires braken colouring, and fweet thadow.
ing. In fhort, the fkilful painter knows
what ufe he ought to make, not only of the
feafons of the year, but of the times of the
day, and of the accidents that happen, either
in the fkies, or on the earth, in order to
bring all, as we have faid, into one har-
monious whole. A . :
- TH1s is the idea I have conceived of what
is called, in painting, the awkole together:
And I have éndeavoured to make it under-
ftood as a machine, whofe wheels give each
F 3 other
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other mutual affiftance, as a body, whofe
members have a ‘mutual dependence ; and,
in fhort, 'as an harmonious- ceconomy,
which ﬁops and entertains the fpeGator, and
invites him to pleafe himfelf with con-
templating the particular beauties of the
picture.

Ir we do but a little refle& on what I
have faid of difpofition, we fhall find, that
this- part of ‘painting, as it includes a great
many others, is of very great confequence ;
becaufe it gives a value to every.thing that
invention has fupplied it with, and to every
thing that is moft proper to make an impre{- .
fion upon the €ye and the mind of the
fpeQtator.
~ ABLE painters may know, by their own

_ 'exgenencc, that, in order to fucceed in fo
refined a part, they muft rife higher than
" ordinary, and, as it were, be tranfported out
of themfclv&s which gives me occafion te
fay fomethmg here of enthufiafm, and tbe
' fublime,

Of Entbufiafm.

ENTHUSIASM is a tranfport of the
mind, which makes us conceive things after
a fublxmc, {urprifing, and probable manner. -
Now as he who confiders a work, is raifed

to that degree of elevation, which he finds in
it, fo the tranfport of mind, which comes

. up
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up to enthufiafm, is common both to the
painter, and the fpeCtator; yet, with this
difference, that it has coft the paintera courfe
of labour and repeated efforts, to heat his
- imagination, and bring his work to the per-
fection of enthufiafm ; whereas the {petator,
“without having the trouble to examine par-
ticulars, finds himfelf tranfported at once,
without his knowledge, and, as it were,
without his confent, to that degree of en--
thufiafm, which the painter infpires.

THouGgH truth always pleafes, becaufe
tis the bafis of all perfetion, yet ’tis often
infipid when it ftands alone ; but, joined to
entbufiafm, it raifes the foul to a kind of
admiration, mix’d with aftonifhment; and
ravithes the mind with fuch violence, as
leaves it no time to bethink itfelf. _
I HAVE comprehended the fublime in the
definition of enthufiafm, becaufe it is the
effe@ and production of it: Enthufiafin com-
prehends the [ublime, in the fame manner as
the trunk contains- the branches, which it

" fends forth on all fides: Or rather, enthu-

JSafim is, as it were, the f{un, which by its
heat, and vivifying influence, produces ele-
vated thoughts, and-brings them to fuch a
ftate' of maturity, as we call ‘the fublime,
But as enthufiafin, and the fublime, both tend
to elevate the underftanding, we may con=.
clude them to be of the fame nature; with

Fa ~ -this
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this difference, that entbufiafm is a rapture
that carries the foul above the fublime, of
which it is the fource, and has its chief effect
in the thoughts and zbe wbhole together of a
work : Whereas the fublime is perceived
equally, both in the general, andin the par-
ticulars, of all the parts. Entbufiafin, be-
fides, has this peculiarity, that its effect is
more inftantaneous ; whereas the fublime
sequires, at leaft, fome moments before.it
can be feen in all its force.

ENnTHUS1ASM elevates infenfibly, and
tranfports us, as it were, from one country
to another, without our perceiving it, other-
wife than by the pleafure it caufes. Infhort,
entbufia/m, methinks, feizes us, and we feize
the fublime. ’Tis therefore to this furprifing,
but juft and reafonable pitch, that the
painter, as well as the poet, muft raife his
work, if he would attain to that extraor-
dinary probability which fhakes the heart,
and gives both painting and poefy their
greateft merit. ' _

SoME fiery genius’s have miftaken the
fallies of their imagination for real entbufiafi,
though, at bottom, the abundance and vi-
vacity of their productions are but the
dreams of -fick perfons. Some whimfical
dreams weuld, indeed, if a little tempered,
give much genius to the compofition of a
picture, and agreeably roufe the attention:-
Poetick fictions, as Plutarch fays, are but
: ' e



Of DisrosiTiOoN 73

"the dreams of a waking man: But we may

fay likewife, that fome productions are only

. the dreams of a man in a burning fever,

which have no connexion, and the dano

geroas extravagance of whxcn ought to be
uvoided.

It is certain, that men of a fiery genius
eafily give into enthufiafin, becaufe their
1magmauon is almoft always upon the .
ftretch ; bat fuch as burn with gentle fire,
and have but a moderate vivacity, joincd
with a found judgment, may flide into enthu-
JSiafm by degrees, and even make it more
regular by the folidity of their parts. If
they' do not fo eafily and fo readily enter
into this fury of the painter, they fuffer it
at leaft to feize them by little and little ;
becaufe their reflettions have enabled them
to fec and to feel every thing, and becaufe
there are not only many degrees of entbu-
fq/'m, but likewife many ways of attaining
it. If painters of this fort havea _wntten
fubject to handle, they ought to read it over
and over with apphcauon ; and if it be not
written, it is proper they thould chufe,
from among the qualitics of the fubject, fuch
as will beft furnith them with circumftances
for fetting their parts at work, and keeping:
them in motion. Aund when they have thus
warmed their imagination, by the elevation

~of their conceptions, they will at length
arnve
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arrive at enthufiafm, and fill the fpeQator
with admiration.

T o difpofe the mind to enthufiafm, ge-
nerally fpeaking, nothing is better, than to
view the works of great mafters, and to read
good authors, either hiftorians or poets, be-
caufe of the elevation of their thoughts, the
noblenefs of their expreffion, and the power
which examples have over the human mind.

LonciNus *, in his treatife on the
Sublime, advifes thofe who are to write any
thing that requires the great and the wonder-

Jul, to look upon great authors, asa taper to .

enlighten them ; and to afk themfelves —
How would Homer bave expreffed this 2
How would Plato, Demofthenes, or Thucy-
" dides, bave turned it? The painter accord-
ingly may, upon the like occafions, afk
himfelf — How would Raphael, Titian, or
Correggio, bave conceived, defigned, ordered,
and painted, what I am going to reprefent 2
Or eclfe, as the fame Longinus fays, Let us
Juppefe a tribunal of the greateff maflers,

before whom we muft give an account of our

performance; what ardor would mot the

painter feel on the bare thought of feeing fuch
. excellent men, who are the objels of bis'ad-
“miration, and confidering them as bis judges?

THESE hints are of ufe to all painters; -

they will inflame thofe who are born with a

* Chap. 12.
power-
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powerful genius ; and even thofe, to whom
nature has not been {o liberal, will by this
means feel at leaft fome dcgrce of heat
" diffufing itfelf in theirworks,

- I HAVE endeavoured to fhew, in dif-
courfing of invention, after what manner
we muft chufe objeéts fuitable to the fub-
je&; and I bhave now, fpeaking of difpo-
fition, thewn the order in which thofe objets
muft be ranged, fo as to compofe one ad-
vantageous whole: Thus, by joining toge-
ther invention and difpofition, I have endea-
voured to.give the beft idea I could of that
important part of painting which is called
compofition.

Arszer: to fome Objections.

AMONG G the obje&tions which may be -
. made to what I have been obferving, I find
two, which it is very proper tp anfwer ; one
1is againft the unity 'of the objedt, and the
other againft enthufiafm. :
WiTH regard to the former, it may be

urged, that the demonftration’ which has
been-given of vifion, to eftablith the unity
of the obje&, intirely deftroys it, becaufe
tis not neceflary to confine theeyc 3 fince, .
in any part of the piture, to which it is
carried, 1t will namrally fix xtfclf and there-
by make an unity of obje&, w ithout the aid
of the principles of art, -
. : 10



.76 OfDISPOSI:I‘iON.

To this I make two anfwers: Firf,
That ’tis not proper to leave the eye at li-
berty to gaze at random ; -becaufe if it fhould
happen to be detained on any one fide of the
pi¢ture, this will fruftrate the painter’s in-
tention, who, according to the beft ap-

roved probability, muft needs have placed
his chief objes in the middle, and the by-
objeéts towards the fides of the pi¢ture: And
with good reafon ; fince upon fuch difpo-
fition often depends the knowledge of the
whole thought of the piGure: Whence it
follows, that the eye muft be fixed, and that
the painter ought to determine it to fettle on
that part of his piece, which he thinks moft
proper for the effe& of the whole.

THE fecond anfwer is, That, with refpect -
to the fenfes, all objects of pleafure require
not only the agreeablenefs they have received
from nature, but alfo the help of art, to
make their effects more lively.

By the fecond obje&ion’ it may be infi-
rivated, that enthufiafm often carries fome .
genius's too far, and makes them infenfibly
pafs over many faults, But the anfwer is
- eafy ; fuch a tranf{port is not true enthufiafm,
- becaufe it exceeds the bounds of that exa&-
nefs and probability which I lay down. I
own, indeed, that one of the cffets of en-.
thufiafm is, that it often hides fome fault
by means of the tranfport it generally caufes:
But this is no great misfortune ; for, in fact,

enthufiafim,
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enthufiafm, with fome faults, will always -
be preferred to a corret mediocrity ; be-
caufe it ravithes the foul, without giving it
time to examine any thing, or to reflett on
particulars ;' and yet, properly fpeaking, this
effe@ proceeds not fo much from enthufiafm,
as from our minds, which fometimes, when
they are tranfported exceed the bounds of
probabilit :
Irit ge ftill obje&ted, that all I fay of
enthufiafm may be afcribed to the fublime,'
I anfwer, That this depends on the idcag
which every one fixes upon thefe two words ;,
and I fhall at all times be ready to grant,
that they are much the fame, notwithftand-
ittl;g any difference I have made between
em.

OF
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DESIGN
’I“ HE word defign, as it relates to-

- painting, is taken in three different
fenfes : Firft, it fignifies the sntire thought
of a work, lighted, fhaded, and fometimes
even-coloured ; and, in this fenfe, it is not
confidered as one of the parts of painting,
but only as the 7dea of the picture which the
painter has in his thoughts. . Secondly, it
fignifies the reprefentation of fome part of an
human figure, or of an animal, or of a
piece of drapery; all taken from the life,
in order to be put into fome part of a
pi¢ture, and to ftand for an evidence of
truth ; and, in this fenfe, it is called ffudy.
Laftly, it is taken for the boundary or ouz-
line of objeCts, for the meafures and pro-
portions of exterior forms: And then ’tis
reputed one of the parts of painting. '
- Now, if defign be, as it really is, the
errcumfiribing of exterior forms, and if it
reduce them to fuch meafures and propor-
tions as are proper for them, we may truly
fay, that ’tis a for¢ of creation, which begins

(]
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to fetch, as out of nothing, the vifible pro-
dulls of mature, which are the obje& of

nting, - - .

UP§N the fubje@ of invention, we ob-
ferved, that it was the JSirft in the order of
execution: But' it is not the fame in the
order of fludy ; for defign muft be learned
before -every thing, as it is the key of the
fine arts, as it gives admittance to the other
parts of painting, and is the organ of the
thoughts, the inframent of our demonftra.
tions, and the /ight of our underftanding, The
young painter thérefore ought not only to
begin with this p2r£, but to be thoroughly
matter of it, that he may the more eafily ac-
quaint him{elf with the otber parts, of which
this is the foundation. Now, if defign be
the 4afis of painting, it follows that e can-
not beftow too .much pains on making it

Jolid, that it mgy be able to fuftain a

building which confifts of fo many parts as
that of painting,

I CONSIDER defign as confifting of
feveral parts, extremely neceffary for every
one who defires to be an 4/, artiff ; the
chief of which are, correéinefs, good tafte,

elegance, charatier, variety, expreffion, and

of
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Of Correéinefs.

CORRECTNESS is a term com-
amonly ufed by painters to exprefs the con-
dition of a defign which is faultlefs in its
meafures. 'This corre@nefs depends on: zhe
exacinefs of proportions, and the knowledge
of Anatomy.

THEP.E is a general proportion, founded
on the meafures which are moft proper to
conftitute a good figure: We ought therefore
to ftudy thofe " authors who treat of pro-
portions, and have laid down the general
meafures of human figures ; fuch  authors,
I mean, as have thoroughly confulted na-
ture, and the fculptures of the antients.

B UT, asineach fpecies which nature pro-
duces, fhe is not limited to one fort of ob--
je¢t only, and as diverfity conttitutes -one
of her greateft beauties ; fo there are parti-

~ cular proportions, which principally relate

to fexes, ages and conditions 5 "and which,
even in thefe, admit of an infinite variety.
As to parz‘zcular proportions, nature has fur-
nithed as many as there are men in the
-world ; but in order to make them juft and
agreeable, we muft have recourfe to the
antique only, which is derived originally
from nature itfelf, and therefore may be fet
up as a model, and will give a folid idea of
the beautiful variety.

Ssvs-
5 7
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SEVERAL able painters have meafured
the antique ftatues in all their parts, and have
imparted to their pupils their ftudies on this
fubje ; but if their remarks have not been
made either publick or exa&t enough, we

~

have, in. France, a more than fufficient °

number of elegant antiques, either originals,
or moulded copies ; where every one may
find the lights and particulars neceffary for
his inftruction, ‘

Tuis, however, is certain, that it is ims
poflible to reap any benefit from the meafures
of the antiques, till we have ftudied them
with exactnefs, drawn after them with at-
tention, and, after obftinate practice, com-
mitted them to our memory. Vafari re-
ports a faying of Michael Angelo; That
the compalles ought to be in the eye, not in the
pand. 'This fine remark has met with good
reception among all the painters ; but nei-
ther could he have made it, nor they have

opagated it, if they had not previoufly fu
grofggg a thorough knowledgep; in the ﬁnepf;
~ propostions.

But we muft not only take from the
antique the fineft ~proportions, but every
thing elfe that may tend to the fublime, and
to perfe@tion. ’Tis therefore neceflary to
formas clear an idea of it as poffible, fup~
ported by reafon ; For this purpofe I fhall
confider the antique in its origin, beauty,
and ufefulnefs. : ’
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Of the Origin of the Antique.

THE word Antigue originally fignifies
any thing that is antient ; but we fhall here
confine it to the works in {culpture, made in
. the age when great men flourithed, which

was that of Alexander the Great, when the

fine arts and {ciences were in their per-

fection. I fhall forbear to trouble the reader

with the names of the firft feulptors, who, -
through  a long feries of time, - brought
fculpture from its cradle, to{uch a perfection

as merits the name of Antique, which it

now bears.

THE praifes which were in thofe times
beftowed on fine works, increafed the num-~
ber of good fculptors ; and the many ftatues

~ere&ted to the honour of fuch perfons as
diftinguithed themfelves by their merit, as
well as the idols with which they adorned
their temples, furnithed ftill more matter
for great geniufes to work on, and to finith
their works in emulation of each other.

I T wasin thofe days that Polycletus, one
of the greateft of the antient Gree {culptots,
refolved to make a ftatue which fhould have
all the proportions of a man perfeitly well
fhaped : For this purpofe he made ufe of
many patterns of nature. After he had
brought his work to the laft perfection, itwas
{o rigoroufly examined by men of fkill, and

s - there-
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thereupon celebrated with fo many encomi-
ums, that, by common confent, this ftatue
was called The Rule ; and became a general
model to all thofe who wanted to perfe&
themfelves in the art, And ’tis very pro-
bable, that thisexperiment having fucceeded
in one fex, gave birth to feveral effays, -not
only in the other, but even in the different
“ages and conditions of perfons.

Ir Iam not miftaken, it is to this Poly-
cletus we may reafonably afcribe thofe mar-
velous works which we call Antiques, fince
they were then brought to the degree of per-
fection in which we now fee them. The
fculptors of thofe times continued to give
proofs of their fkill, down to the reign of
the Emperor Gallienus, about the year 360 ;
when the Gozhs, who had no knowledge of
the fine arts, nor any regard for them,
ravaged all Greece. But fince we look upon
the proportions of the antique as the
models of perfection, this naturally leads us
to {peak

Of the Beauty of the Antique.

‘SOME have afferted, that the beauty of
the human body lies in a juft agreement of
“the members with each other, foas to make
a perfect whole. Others place it in a good
conftitution, and vigorous health of body ;

where the motion and purity of the blood
: G2 diffufe
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diffufe on the fkin fuch colours as are
both lively -and frefh : But, according to
general opinion, there is no definition of
‘the beautiful : Beauty, fay they, is nothing
real ; every one judges of it according te
his own tafte, and ’tis nething but what
pleafes. :

. BE it as it will, people are very little
divided in their {fentiments about the beauty
of the Antigus. Men of underftanding, and
lovers of the fine arts, have always iad a
~ value for thefe incomparable works ; - that is,
not only in eur days, when they are become

fcarce, but even in thofe times, when al}- '

places were full of -them, and when, as it
were, they peopled Greece and Rome. We
find, in antient authors, many. paffages,
which, in order to praife living beauties,

compare them to fltatues. The {culptors,

fays Maximus Tyrius, by an admirable arti-
JSice, chufe out of feveral bodies thofe parts
whkich feem to them the moff beautsful, end
put all this variety together into one flatue ;
but this mixture 15 made with fo mych judg-
ment and propriety, that thofe artifts feem to
bave no other. model than one whole and perfest
beauty. And we mufi not think, {ays the fame

" author, ever o find a natural beauty that can

difpute the prize with flatues. Art has alfo
fomething more perfe@t than nature, OQwid,
in the x112b book of hisMetamorphofis, defcri-
bing Cyllarus, the handfomelt of the cen<

' murs,
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taurs, f{ays, That /o great was the vivacity
of bis countenance, and his neck, fhoulders,
bands, and breaft were fo /aamz'jame, that
awhatever he bad of man, might be affirmed to

the fame beauty which is obferved in the
j)i)erﬁ& flatues. And Philofiratus, {peak-
ing of Eupborbus, fays, That bis beauty had
<won the hearts of tbe Greeks ; and that it
came fo near to the beauty of & Jlatue, that
be might be taken for Apollo. And lower,
mentioning the beauty of Neopz‘olemw and
his likenefs to his father Achilles, he inti-
mates that, in beauty, bis fatber was as
" amuch fuperior to bim, as /i‘atues are o
bandfome men.

I'T was not among the Greeks alone, -that
ftatues were ereCted to men of merit, and
«onverted inte idols ; the Romans took the
fame way to reward great altions, and to
“honour their gods. The Romans, after con-
quering Greece, brought away not only their
fineft ftatutes, but alfo their beft workmen:
“Thefe inftructed others, and have left to
pofterity everlafting "proofs of their fkill ;
as appears from many admirable ﬁatucs,

bufts, vafes, and bas-reliefs ; and from the

" fine ‘I'ra/an and Antomine columns., All.
thefe antiquities we muft look upon as
the genuine fources to which both painters
- and {culptors muft have recourfe, inorder té
diffufe a folid beauty over what their own
gemus may fuggeft to them, .
v G3 - Moe-
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- MobpERN duthors entertain the fame
_fentiments of the beauty of the antique : - I
fhall only quote Scaliger : Is it poffible,
fays he, o fee any thing come up to the per-
Jfection of fine flatues, fince art has a liberty
of chufing, retrenching, adding and direéting ;.
awhereas nature bas been always charging for
the worfe ever fince the creation of the firft
man, in whom God joined the beauty of
Jorm to that of innocence 2

Ex Rubenio,

Aliisutiliffima,aliis
damnofa ufque ad ex-
terminium artis. Con-
cludo tamen ad [um-
mam ejus perfeltionem
effe necq[friam earum
intelligentiam , im0
imbibitionem : Sed ju-
dicios¢  applicandum
earum ufum, & omnino
citra faxum. Nam
plures ~imperiti &
etiam periti non di-
Slinguunt materiam a

Jormé,

Extraét .of a Latin
MS. of Rubens,

- concerning the Imi-
tation of the An-
tique Statues,

To fome painters
the imitation of the
antique ftatues has
been extremely ufe-
ful, and to others per-
nicious, even to the
ruin of their art. I
conclude, - however,

- that in order to attain

the higheft perfetion .
in painting, it is ne-
ceflary. to underftand
the antiques, nay, to
be fo thoroughly pof-
fefled of this knows
| ledge,
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Jorma, faxum @ figu-
rd, mec mneceffitatem
marmoris ab arti-

Sicio,

in the leaﬂ: fmell of the ftone.

87
ledge, that it may
diffufe itfelf every-
where. Yet it muft
be judicioufly applied,
and fo thatitmay not
For feveral

ignorant painters, and even fome who are

{kilful,

make no diftin&ion between the
“matter and the form,

the ftone and the

figure, the neceffity of ufing the block, and

the art of forming it.

Una autem maxima
eft fatuarum optimas
utiliffimas, utviles in-
utiles elfe, vel etiam
damnofas : Nam tyro-
nes ex 1S nefcio quid
crudi, terminati &

difficilis, moleftaque a-

natomice dumtrabunt,
videntur proficere, _/E’d

in opprobriumnature,

- dum pro carnemarmor
coloribus tantum re-

prefentant. Multa funt
enim notanda, 1mo &

vitanda etiam in opti-

mis, accidentia citra

culpam artificis, pree-

cipué differentia um-

ﬁrarum, cum caro,

: pcllzs,

Jliny,  ftiff,

IT is certain, how-
ever, that as the fineft
ftatues are extremely
beneficial, fo the bad
are not only ufelefs,
but even pernicious.
For beginners learn
from them I know not
what, that is crude,
and of
harfh anatomy ; and °
while they take them-
felves to be good . pro-
ficients, do but dif-
gracenature; fince in-

tead of imitating fleth,

they only reprefent
marble tinged with
various colours. For
there are many things
G4 tq
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pellz's _cartilago fua
zapbamtate multa le-
. niant pra’apztm n
Satuis” nigredinis &
umbre que fua den-
Sfitate faxum duplicat
inexorabiliter obvium.
Adde quafdammacca-
turas ad omnes motus
variabiles, & Sacili-
tate peIIzs aut dzmt/-
Jas aut contractas, a
Satuariis vulgo evi-
tatas, optimss tamen
alzquando admzﬂas

pillure certo, fed cum

. moderatione, neceffa-
rias. Lumine etiam
ab omni bumanitate
elieniffime differunt,
lapideo fplendore, &
a_/}emluce Sfuperficies
¥ magis elevante.ac par
eft, aut [altem oculos

f /&mam‘e.
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-to be taken notice of,

and avoided, Wthh
happen even in the
beft ftatues, without
the workman’s fault :
efpecially with-regard
topethc zlrxﬁ‘crenccg of
fhades ; where the
fleth, fkin, and car-
nlagcs, by their dia-
phanous | nature, foft-
en, as it were, the
harfhnefs of a great
many, out-lines, and
wear off thofe rugged
breaks, which in fta-
tues, by the force and
depth of their fhade,
make the ftone, tho

VCl'y Opaque, appear

ftill more opaque and

1rnpcnetrable ta light,
than it really is. There
are, beﬁdes, certain
places in the natural,
which change their

figure accordmor to the various motions of the
body, and, by reafon of the flexibility of
the fkin, " are fometimes dilated, and at
other times contracted. Thefeare avoxdcd by
the generality of fculptors; yet are fome-
txmes admitted into ufe by the moft excel-

lent
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lent, and are certainly neceffary to painting;

but muft be ufed with moderation.

To this

we muft add, that not only the fhade, but
alfo the lights of ftatues are extremely dif-

- ferent from the natural; for the glofs of

the ftone, and fharpnefs of the light that

ftrikes it, raife the

- per pitch, or, at leaft,

Ea quifquis [apien-
tis difcretione fepara-
verit, flatuascominis
ampletietur ; nam quid
in boc erroneo [eculo
degeneres pojw’z/mu; ?

uam ilis genius nos
Zumi detinet ab he-
roico illo imminutos
ingenio, judicio! feu
patrum nebuld fufci
Jumus, feu- voluntate
Dei ad pejora lapf,
- pofiquam lapfi, non re-
mittimur, aut -vete-
rafcente. mundo inde-
boliti  irrecuperabil

- dammno, feu etiam ob-
' jectum naturali anti-

‘quitus origini per-
Jectionique propius of
‘ferebat, ultro com-
pallum, quod nunc fe-
: - culorum

furface above its pro-
fafcinate the eye.

He who has, with
difcernment,made the
proper diftinctions in
thefe cafes, cannot
confider the antique
ftatues too attentively,
nor ftudy them too
carefully ; for we of
this erroneous age, are
{o far degenerate, that -
we can produce no-
thing like them:
Whetherit is, that our
groveling genius will
not permit us to foar
to thofe heights which
the antients attained
by their heroick fenfe,
and fuperior parts; or
that we are wrapt u
in the darknefs that
overclouded our fa-
thers; or thatit is the

- will
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culorum Jenefcentium ™

defeltu ab accidenti-
bus corruptum nibil
Jui retinuit, delabente
~in plura perfeitione

Succedentibus wvitiis :

. ut etiam  [flatura
bominum  multorum
Jfententiis  probatur

paulatim decrefcentis:
quippe profani  fa-
crique de beroum, gi-
gantum, Cyclopumque
@vo, multa quidem
Jfabulofa, aliqua ta-
men verq narrant fine

dubio.

SI G N.

will of God, becaufe
we have negleGted to
amend our former
errors, that we fhould -
fall from them into
worfe ; or that the .
world growing old,
our minds grow with
it irrecoverably weak;
or, in fine, that na-
ture herfelf furnithed
the human body, in
thofe early ages, when
it was nearer its origin
and perfetion, with
every thing that could
make it a perfe¢t mo-
del ; but now being

decay’d and corrupted by a fucceffion of fo
many ages, vices, and accidents, has loft its
efficacy, and only fcatters thofe perfec-
tions among many, which it ufed formerly
to beftow upon one. In this manner, the
human ftature may be proved from many
authors to have gradually decreafed : For
both facred and profane writers have related
“many things concerning the age of heroes,
giants, and Gyclopes, in which accounts, if
there are many things that are fabulous
there is certainly fome truth,

2

. Caufa
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- Caufapracipuaqud
noftri” avi bomines

differunt ab_antiquis
eft ignavia & inexer-
citatum vivendi ge-
nus 5 quippe effe, bi-
éere nulla exercitands
corpam cura. Igi-
tur prominet depref-
Jum ventris ontis, [em-
per affidud repletum
ingluvie, crura ener-
via, & brachia otii
Jui confcia. Contra,
antiquitus omnes quo-
tidie in palefiris &
gymnafiisexercebantur
violenter, ut veré di-
cam, nimis ad fudo-
rem, ad laffitudinem
extremam ufque. Vide
Mercurialem de arte
gymnafticd, quam va-
ria_laborum genera,
quam difficilia, quim
robuftababuerint. Ided
partes ille ignavee ab-
Sumebantur tantopere,
venter refiringebatur,
abdomine in carnem

migrante.. Et . quid-
guzd in corpere bu-
mang

SIGN. 9t

. TuEe chief reafon
why men of our age
are different from the

-antients, is floth, and

want of exercife; for
moft men give no
other exercife to their
body but eating and
drinking. No wonder
therefore, if we fee fo
many paunch-bellies,

‘weak and pitiful legs .

and arms, . that feem
toreproach them{elves
with their idlenefs z
Whereas the antients
exercifed their bodies
every day in the aca-
demies, and other
places  for that pur-
pofe, agd exercifed
them fo violently as
to {fweat and fatigue
them, perhaps, too
much. See in Mer-
curialis de arte gym-
naftici, how many
various exercifes they
took, how difficult,

-and what vigour - of

conftitution they re-
quired, Thus al] thofe
parts,
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mano excitando paf-
Sfivé fe babent: mam
brachia, crura, cer-
vix, [capuliy & omnia
- quee agunt auxiliante
naturd, & fuccumca-
lore attractum fubmi-
nifirante, in immen-
Jum  augentur &
crefcunt ; ut videmus
terga gerulorum,bra-
chia gladiatorum,cru-
ra faltantium, & to-
tum feré corpus re-
-migum.

SIGN.

parts of the body
which are fed by idle-
nefswere worn away';
the belly was kept
within its bounds, and
what would have
otherwife fwelled it
was converted into
fleth and mufdcles :
For the arms, legs,
neck, fhoulders, and
whatever works in the
body, are affifted by
exercife, and nourifh’d

with juice, drawn in- |

to them by heat, and

thus increafe exceedingly both in ftrength and

fize ; as appears from the backs of porters, -

the arms of prize fighters, the legs of dan-
cers, andalmoft the whole body of watermen.

 Tuus far Rubens; and I have given his

own words for authorizing the truth of what
_ I have extracted from his manufcript, which
is in my pofleffion. -

In fine: The praifes of the knowing,
the teftimonies of authors, ‘and the general
cfteem of the moft famous ages, which are
the ftrongeft vouchers for the antique, tend
all to eftablifh this fingle reafon for the

beauty of it; towit, becaufe it is founded
: . on

———

———— - ..
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on the imitation of beautiful nature,. fuited

to the -objet which is to be reprefented.
The feveral charadters obferved in the fineft

-antiques are, thofe of a God, an Hero, and

an ordinary perfon ; accordingly, we fee in
Apollo, divinity ; in Hercules, extraordinary

ftrength ; and in Antinous, human beauty.

SoMEe may fay, that the tafte for an
tique, which appears to be founded on the

- common confent of knowing men, did,
- however, fuffer a change in the timés of the

Goths. I anfwer, that the Gothick manner
was introduced at a time when the wars
having deftroyed the fine arts, workmen had
no other objecs to revive them by, than the

.imitation of fuch natural ones as cafually

offered ; and as to embellithing them, they
employed their imaginations rather in fuch
difficult things as they believed would gain
them repute, than in cultivating good tafte,

to which they were utter ftrangers.

TwE Goths cannot therefore be faid to
have departed from the antique, becaufe
they rejeted, but becaufe they were not at

_ all acquainted with it. All arts began withs

the imitation of nature, and have been
hrought to perfection only by geod choice.

" This choice, which is found in the antique,

has beenr made by men of excellent judgment, -
who aimed at glory, by the way of {cience;

. and, in order to attain it, examined the moft

perfet natural pattesns,inacountry produéﬁvoc;



94 OfDesiG N

of handfome men, and at a time that abounded
with great genius’s, when the fine arts were
affiduoufly ftudied, thoroughly examined,

and brought to a degree of perfetion, which
is at this day the object of our aftonith-
ment.

'WraT more could be done to give pof=
terity a great idea of the antique? An idea
not derived from an infipid pra&ice, or
from an overdoing manner which fcholars
take from mafters of a narrow mind, and
middling capacity ; but {pringing orlgmally
from nature, where truth appears in all

its purity, elegance, grace and force, Wlth-‘

out ever departing from its ﬁmphcxty Itis
therefore the intereft of all thofe who defign
to look upon the naked antique, as nature
purified, and as the moft certain rule of
perfetion./

Bur as’tis in vain to deﬁre to profit by a
bare fight of fine things, if we do not well
conceive them, fo it is impeffible thoroughly
to underftand the beauty of the antique,

“any more than the truth in nature, without
“the help of anatomy. We may, indeed, by
fecing and defigning the antique, acquire a
certain greatnefs of defign, and, in the main,
get a practice tending to good 'tafte and de-
licacy ; but thefe advantages, if void of
knowledge and principles, can only dazzle
the fpeGator by a fpecious fhew, and by ill-
placed remembrances of things. A man

. may
3
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may be in raptures on fecing the fine works
of antiquity, and yet be far from knowing
the genuine fource of thofe beauties which
he admires, at leaft, if he be ignorant of
that fundamental part of defign, anatomy.

Ir then anatomy be the bafis of defign,
“and enable us to difcover the beauties of the -
antique, I cannot but obferve, that the
knowledge of fo much of it as the painter
and fculptor require, is eafily attained; and
that the neglect of this attainment proceeds
only from its being thought to lead towards
drynefs of defign, and pedantry of manner.
But a little refletion will make it appear to
be far from corrupting the folid bafis of
‘truth, and of correctnefs of out.line purity,
or {poiling the connexion of the mufcles.

I FoRMERLY writ, under a borrowed
name (a), An'abridgment of anatomy, for the
ufe of painters and f{culptors, where the
demonftrations are very plain : I fhall here
give fome part of it, in order to facilitate
this fcience; and the rather, becaufe thoefe

who have need of it, imagine it to be
difficult. '

Of Anatomy.

ANATOMY is a knowledge of the
parts of the human body; but that re-.

(a) Abrégé d’Anatomie, par Tortebat. }
. ' lates

o
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lates only to painters, who have need of
the bones, and the principal ‘mufcles that
cover them ; two points which ate eafily
demonftrable. Nature has furnifhed us with
bones forthe folidity of the body, and ftrength
of the members: To them fhe has fixed
the mufcles, as exterior agents, to draw.
them whither fhe pleafes: The bones de+
termine the meafures of length, and the
- mufcles thofe of bighefs in the parts of
_nature ; at leaft, ’tis the office of the muf=
cles to fettle the form and exactnefs of out-
lines.

*T'1s indifpenfably neceffary to be well
acquainted with the forms and joints of the
bones, becaufe motion often alters their
meafures ; and likewife to underftand the
fituation and office of the mufcles, fince the
moft ftriking truth in defign depends upon
them. ,

THE bones of themfelves are motionlefs;
and ftir only by the help of the mufcles.
The mufcles have their origins and infertions;
By their origins they are faftened to a bone;
which they were never intended to ftir; and;
by their infertions, to another bone, which
they draw when they pleafe towards their -
origins, A '
. Every mufcle has its oppofite mufcle;
when one ats, the other yields, like well<
buckets, one of which defcends as the orher
come§ up; the acting mufele fwells, and
con-
4
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eontrads next to its origin, the other that
obeys, dilates and relaxes.
- Tue largeft bones, and which are moved

‘with the greateft difficul ty, aré covered with

the largeft mufcles; thefe are often aided
by others, which are defigned for the fame
office, and thereby increafe the force of
motion, and make the part more apparent,
SEVERAL painters, by overfwelling the
mufcling, have thought to gainthe reputation
of being fkilful in anatomy, or at leaft would
thew, that they were mafters of it; but
they have fhewn, by this means, that
they little underftood it; fince they feem to
be ignorant, that there is a fkin which
covers the mufcles, makes them appear more

tender and eafy, and is a part of the

human body, and confequently of anatomy.

- This truth is fufficiently proved “by the

bodies of women and children, which are
as fully mufcled as thofe of the moft robuft
perfons.

THE authors of the antique figures have
not made a wrong ufe of their profound
knowledge in this part, by making themufcles
appear more than was prudent and neceflary ;
and their exactnefs, in this refpec, fhews
the attention they thought due to anatomy.
In fhort, how is it pofiible to judge of the
truth or falﬁty of an out-line, if we know -
not for ‘certain :to what degree the muf-
cle, which makes it, ought exthcr to fwell
. - H or
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er ftlax, nccording to its office and degree
of action. We often fee, as has been faid *
before, that, for twant of this knowledge,
fomt perfons, whe admire an antique fla«
‘tue’ do it for no other reafoh, thah becaufe
tis ahthue And if you afk, why the out-
line of a figure of their ewn makiag is thus
or thus, they can only anfwer, that they

fatv it fo in nature. And this is thc vafe of

- young peoplé, and of thofe who have no
inore knowledge than what they have derived
from bare pradtice.

WEe often obferve, in the naked parts of

" enfique figures, und even in nature itfelf,
certain {wells, the reafon of which we
cannot difeover, without confidering the fitue
ation and office of the mufcle which i the
caufe of them. But the fkilful in anatomy,
fee all in feeing a part, and know how to

semove from the eye what the fkin and fet
feem te conceal, and what is hid to thofe
who are ignorant of this fcience.

- I uave now faid enough to fhew, that
*tis impoffible to be truly fkilful in defign,
without 2 clear and diftin€t knowledge in
anatomy, s it relates ‘to painting and foud-
pture ; and .this may be attained with little
trouble, if we would net rather produce

monf’ccrs, than beftow fome attention on - fo

‘neceffary a point. ‘As for the demonftrations,

I refer the reader to my aforefaxddéndgmt

of amztomy
. q
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of Tq/ée in De/ig‘ﬂ. o

THE goiit or tafte is an idea, ‘either
fuiting the natural inclination of the painter,
or formed by education. Every fchool
has its’ tafte in defign; and, fince the re-
eftablifbrhent of the fine arts, that of
Rome has slways beep thought the beft, as

being founded on the antique ;- which is: -

moft proper for forming a taftein defign
as I have a'little before endeavoured: to,
prove. . .

Of Elegance,

ELEGANCE in general is a' manner
etther-of  fpeaking or making . things : with-
good choice, politenefs and agreeablene(ss
%I,Vith good choice, in rifing above what na-
ture and painters ufnally produee; with po~
litenefs, 1n giving fuch a turn to things, as
may. ftrike men of delicaté' tafte ; and - with
agrecablenefs,’”. in diffafing fuch a general res
lith, as 'may ‘pleafe, and be within the reach
of ‘everyone. :

. ELBGaANCE is: not always founded on:
correctnefs, as appears from-the antique, and
from the works of Rephael, *Tis often feenx
in works, eithér incorre®, or otherwife
fighted 5 \as in: Corriggia, where, notwithe
flanding-his incqrredinefs in defign,  his eles

Ha gance



100 Of Des1a N

gahce in the tafte of it, and in the turm
which he has given to his aCtions, muft needs
be admired: In fhort, Correggzo rarely de-
 parts from elegance. ‘
Bur the elegance which is fupported by:
corretnefs of defign, as it prefents to us an.
image of perfection, fo it anfwers fully our
expeQation,. fixes our attention, and elevates
the mind, after having ftruck it with an
agrecable. aftonithment. , .
ELEGANCE of defign may be further
defined to'be a .manner of embellithing ob-
je&ts, either in form or colour, or both,
without deftroying the truth. '
ELeEecANCE, with rcfpe& to deﬁgn, ap-
pears more emmently in the antiques, than
in any of-the great painters who have imi-

tated them ;. among whom, by general con-
fcnt Rapbael is the chief,

Of the C'baraﬂerx

“T'IS not correnefs only that gives fpirit
to painted objets, but ’tis alfo. the manner in-
which they are defigned. Every kind of object.
requires a different mark of diftin¢tion 5
ftones, waters,  trees, hair, feathers, and,
in fhort, all kinds of animals, muft have-
their different touchings, in order to exprefs
the {pirit ‘of their charadters; and even.
naked human figures have. their particular.
marksof diftinétion, = Some, to imitate flefh,:
S _ give,
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-give, in the extremities, an infleGive ftroke,
-which has this fpirit: Others,. to imitate the
.antique, fhew, in their extremities, the

regularity: of flatues, that they may not

‘lofe any of their bcauty We even obferve

in the defigns of the great mafters,.that, in
order to exprefs the paffions of the foul

.they had made certain ftrokes familiar to
.them, which exhibited their ideas in a more

hvely manner than the painting itfelf. _

Tue word expreffon, in -painting, is
ufually confounded with paffion ; but their
difference is, that exprefion is a general
term, fignifying the reprefentation of an
objcét according tQ its character and nature,

-and according to the turn which the painter

has a mind to give it, for the benefit of his
work : And paffion, in painting, is an emo-
tion of the -body, attended with certain
ftrokes or lines in the face, ‘denoting an agi-

tation of the foul. Thus,, all paflion is ex-
_preflion, but a]l cxprcﬁion is not paffion:
. From hence we muft conclude, that there

is no object in a picture which has not its

. expreflien,

I miGuT here treat of the paﬁ']ons of

the foul, but have found it impofiible to give

fuch partlcular demonftrations of them, as

- might be of much fervice to painters; on 'the

contrary, I conceive, that if they were fixed
by certain ftrokes, which the painter thould

“be obhged to make ufe of as eflential rules,

H 3 thxs
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this would be depriving the art of that ex-
cellent variéty of expreflion; which has no
other principle thandiverfity of imaginations,
the number of which is infinite, and pro-
dudtions as new as the thouglits of men are
variouge~ The fame paflion may be finely
expréfled feveral ways, yielding each mere
or lefs pleafure in proportion to the painter’s
underftanding, and the fpe@ator’s difcern-
ment,

In the paffions, there are two forts of
emotion ; one lively and violent, and the other
fweet and moderate : Quintilian calls the
former pathetick, and the latter moral : The
pathetick commands, and the moral per-
‘fuades: The one brings trouble, and fhakes
the heart; and the other calms the mind;
and both require much fkill to be well
exprefled.

THE pathetick is founded on the moft
violent paffions ; as hatred, wrath, eavy,
eompaffion: The moral infpires mildnefs,
tendernefs, and humanity. The former pre-
vails in combats, and unforefeen and mo-

~mentary actions; and the latter in conver-
fations ; and both require a decorum and
propriety in the figures which compofe the
{cene, . o
Le Brux has publifhed a treatife of the
paffions; the defipitions of which he has
taken moftly from what Defcartes has writ-
ten of them, But that philofopher treated
: ‘ : only

-
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only of the emotions of the heart, whereas
painters want what appears in the face,
Now, even if thofe emotions of the heart
did always produce the paflions, -according
to the definitions that are given of them, its -
hard to know, how thaofe ¢gmations conftituts
the lines in the face, by which they are re-
prefented to the eye : .Befides, the defini-
tions of Defcartes are not always accommo-
dated to the capagities of painters ; whoe are
nat all philofophers, though, in other re-
fpects, they may not want fenfe,. and good
natural parts. It is fufficient for them to
know, that the paffions are the emotions of
the foul, which is feized with certain fens
timents at the fight of fome obje@, without
waiting for order, or the judgment of reafon.
The artift ought to confider this obje&t with
attention, and endeavour ‘to, make it al.
ways prefent in his mind, and to afk him-
felf, &’ha:‘he would naturally do, if feized
with the fame paffion? Nay, he fhould de
amoye 5 he ought to pus himbelf in the place
of the perfon wha js thys traafported, apd to
heat or cool his unagination to fach a degree
of livelinefs or calmnefs, as that paflion re-
quires after it is thoroyghly felt. The look.
ing-glafs is a great belp in this matter, anda
perfon, duly informed of the cafe, might
wery well ferve for o model or figuge.
Bur it is not enough, that the painter
f the fonl ; he muft
Hy4 ~ make

o e
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make them felt by others; and, among the
many characters by which one -particular
paffion may be exprefs'd, he muft chufe fuch
as he judges moft proper to affect chiefly
men of underftanding; which cannot be
done, in my opinion, without exquifite fenfe,
and found judgment; for nothing interefts
the fpectator more in favour of the picture,
than the painter’s hitting his tafte.

Le BruN’s demonttrations are certainly
very learned and fine, but too general : They
may indeed be of fervice to moft painters ;
but yet other expreflions of the paflions may
be found as beautiful as Le Brun’s, though, '
in this refpect, he has been very happy.

G eNERAL expreflions are therefore ufe-
ful, becaufe the particular enes proceed from
them, as the branches of a tree thoot from the
trunk. I would therefore advife every painter
to ftudy them, and to mark on paper, with
a crayon, the lines or ftrokes which form
them ; and, for this purpofe, to copy after
the antique, and after nature, in order to
form fuch a general idea of the principal

affions as may fuit his genius : For we all
think differently, and our imaginations are
gccording to the nature of our conftitutions.

THO' the paffions of the foul are moft
vifible in the lines of the face, they often
require the affiftance of the other parts
‘of the body ; for, when the fubje@ requires
the exprefiion of fome effential part, if you

: “touch
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_ touch the fpeQator but faintly, you give him
a coldnefs that difgufts him ; whereas, if you
touch him to the quick, you give him an
infinite pleafure, o
Tue head contributes more to the ex-
preflion of the paffions, than all the other
parts of the body put together. Thefe fepa-
.rately can only thew fome few paflions, but
the head thews them all. There are fome,
- however, peculiar to the head; as humility,
awhen it hangs down; arrogance, when
it lifts itfelf up ; languithing, when it leans
'on one fide ; obftinacy, when, with a ftub-
born and rigid air, it ftands upright, fixed,
and {tiff, between the two thoulders. Others
may be more eafily exprefs'd than defcribed ;
 as fhame, admiration, indignation, and doubt.
. Tar head beft thews our fupplications,
threats, mildnefs, haughtinefs, love, hatred,
joy, fadnefs, humility : In fhort, the face
difcovers things in balf-fpeech; its rednefs
and palenefs, as it were, {peak to us, as well
as the mixture of both.
- ALL parts of the face contribute  towards
expreffing the fentiments of the heart: But
the eyes efpecially; which are, as Cicero
{ays, the windows of the foul. 'The paffions
they moft particularly difcover are, pleafure,
languithing; fcorn, feverity, mildnefs, ad-
~‘miration, and anger; to which we might
-add joy. and grief, if they did not proceed
smore particularly from the eye-brows and -
gnouth ; But, when thofe two paffions fall
. in
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in alfo with the language of the eyes; the
harmony will be wonderful. _

TrE nofe fhews no paffion in particular,
but affifts the other parts of the body by
raifing the noftrils; which is as much an
expreflion of joy as of fadnefs. Yet fcorn
raifes the tip, and fwells the noftrils, drawing
the'upper lip up to the corners of the mouth.
The antients made the nofe the feat of derifion
—— Eum _fubdole irrifioni dicaverunt —
fays Pliny. 'They alfo placed anger there;
as in Perfius —— Difce; [ed ira cadat nafo, -
rugofaque fanna — But I take the nofe to
be the feat of anger rather in beafts than
men ; and that it is only becoming in the
god Pan, who partakes very much of the
nature of the beaft, to wrinkle up his nofe
when he is angry, as other animals do, and
" as Philofiratus reprefents him, when the -
nymphs tied him, and offered him a thou-
fand infults.

THE motion of the lips ought, in com-
mon difcourfe, to be moderate ; becaufe a
man rather fpeaks with his tongue than with
them; and the mouth muft not be very
open, unlefs to exprefs fome violent paffion.

- A's for the hands, ' they obey the head, and
become its weapons and aid in time of need :
Action is weak, and, as it were half dead, with~
out their affiftance; their motions, which are
almaft ‘infinjte, create numberlefs expref-
fions : Is it not by them that we defire, hopc,

o o promife,

’
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promife, call, fend back ? Are they not
the inftruments of threatening, prayer, hor-
ror, and praife ? Do we not by them approve,
refufe, fear, afk, exprefsour joy and grief,
our doubts, regrets, pain, and admiration ?
In a word, -we may atlirm, fince they are
‘the language of the dumb, that they con-
tribute not a little to fpeak a language
common to all nations, which is that of
painting, ‘

T o fay how thefe parts muft be difpofed
for exprefling the various paffions, is impof-
fible ; nor can any exact rules be given for

it, both becaufe the tatk would be infinite,

and bccaulfc every one muit be guided in
this by his own genius, and the particular

. bent of his ftudies. Let it be only remem-

bered, that the actions of the figures muft be
perfetly natural, 7 cannot but think, fays
Quintilian, {peaking of the paflions, thaf

this part, though [o fine and great, may poj-

bly be attained, and that there is a road
which leads eafily to it 3 and it is the fudy and
imitation of mature: for the [pectators are
Jatisfied, when, in artificial things, they fee
nature as fbe ufually appears to them. In
effeit, it is mot to be doubted, but that the
emotions of the foul, as feen in art, are never’
[o natural as thofe -in the beat of a real
palfon. ‘
TnE beft way to exprefs the motions na-
turally is, for the artift to entertain the fame
. ' fentiments,
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-fentiments, and to fancy himfelf in the fame
c1rcumﬁances with the perfon he would
reprefent For nature, fays Horace, lays
.our mind open to all forts of chances ; /bme-
times we have content ; at other times we are
fwelled with anger ; fometimes we are intirely

- aweighed down with mortal difjuiets, and then-

“the motions of the beart fwell outwardly by

-means of the tongue, which is its interpreter.

Inftead of the tongue, let the painter fay, 4y
"means of the attions, which are ber inter-
- preters——How is it pqﬁble fays Quintilian,
"0 give warmth to any thing, if you have not

.that warmth in yourfelf 2 We muft firff be

touched ourfelves with a paffion, before we
" can affect others withit. And how muft we
- move and affect ourfelves, continues he, fince
“ the paffions are not in our power 2 It is thus,

if I miftake not: We muft form to ourﬁlm:
' the appearances-and images of things abfent,
- as if they were really before our eyes; and he
" who forms and concerves thofe images with the

greatefl force, will exprefs the paffions with .

“ moff advantage and facility. But let the
- artift take care, as we have already faid,
~that, in thefe images, the motions be natural ;
- for fome think they give much life to
* their figures, in giving them violent and

forced aions, which we may rather call
 contorfions of the body, than paffions of the
- foul: Thusare they at great pams to find out
IR ~ {ome

i)
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fome violent paffion, where only a moderate
one was proper. ‘ ‘
App to what is above, that great regard
muft be had to the qualities of the perfons
that are paffioned : T%e joy of a king muft
not be like that of a footman, nor a foldier’s
“mettle like that of a captain. And, in thefe
diftin¢tions, confifts the true difcernment of
the paffions. . I
- EvEery body is fenfible, that the imi-
.tation of the vifible obje&s in nature lies in
defign and colouring. I have explained my
~ thoughts of the former in fpeaking of cor-
retnefs' of defign, founded on the beautics
of nature, and the antique, and . on the:
affiftance of anatomy. I have touched on
tafte, diverfity, elegance, character, and the
expreflion of the paffions, according to the-
‘relation ‘which all thefe bear to defign.
¥t only remains now to fpeak -of colouring, -
and to add what I have to fay at prefent to
what I have formerly written on this head :-
For the reft, if I have omitted any thing’
that has a relation to defign, I have done’
it, becaufe others have treated of thofe things-
with fuccefs ; and becaufe it would be tire-
fome to repeat what they have written, un-
lefs I could better illuftrateit. -~
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OF
DRAPERIES

IVERSITY of climates, change of.
feafons, and their inconftancy, have
laid men under the neceffity of cloathing.
themfelves : This neceffity has been accom-
modated to the rules of decency, and de-
cency has given rife to various ornaments
invented for enriching drefs, according to.
the tafte of different nations, and the miode
of different times. But as the ufe of ftuffs
has been applied to many other things befides-
clothing, painters have comprifed them all
under the word Drapery ; and when- they. -
would defcribe an artift who makes a proper
diftribution of the folds, they fay, He gnows
how to caft a drapery well. Now. this
phrafe of cafting a drapery is the more
juft, as the difpofition of the folds ought
rather to feem the effe® of mere chance,.
than of labour and ftudy: As there is fkill
therefore in the adjuftment of the draperies,
we fhall endeavour to fhew where it lies,
and of what confequence.it is in painting. -
\ : ' THE
4
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Of DRAPERIES, IIT

THE art of drapery is chiefly obferved in
three things ; wz.

1. The order of folds.
3. The diverficy of ftuffs.
3. The varicty of colouring in ftuffs.’

Of the Order of Felds.

A S the eye muft never be in doubt of its
obje@, the chief effe® of draperies is, to
make us underftand what they cover ; efpe-
cially the naked parts of figures; in fuch
nmnner, that the cutward charaters of per-
fons, and the exa@nefsof proportions, may
appear through them, at leaft in the main,
wnd as far as probability and art will permit :
Accordingly, after the example of thegreateft
mafters, the painter, before he difpofes his

draperies, ought to draw his figures naked,

in order to prevent any doubtful meaning in
the folds, and that the eye may imagine it

. fees what he conceals by the caft of his
~ draperies. He muift alfo take care, that the
‘drapery fit not too clofe to the parts of the

body, but that it feem to flow round, and,

s it were, carefs them, and that the figure

be eafy, and have - froe motion.
LT not the draperies which cover thofe

-members, that gre cxpofed to great light,
 -be {fo deeply fhaded as. to feem o pierce
‘them ; nor let thofe members be crofled

by

- -
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by folds, which are too flrong; left, by

the too great darknefsof their fhades, the
members look as if they were broken ; but,
retaining a {mall number of folds, let the
painter nicely diftribute among them fuch a
degree of light as fuits the whole mafs; of
which they are a part.

Forps fhould be great, and as fewas
poffible : a maxim that chiefly contributes
to what is called the grand manner ; be-
caufe great folds do not fo much divide the
fight, and their rich fimplicity is moft fuf-
ceptible of great lights, We muft never-
thelefs except fuch drapery as requires much
plaiting ; as it often happens in that of
women, and as we fee in many an-

tiques ; for, in fuch cafes, the painter .

ought to groupe his folds, and range them
at the fide of the members, which are
thus rendered more apparent and more
pleafing. : _

ConTRrAST, which is fo neceflary in
the motion of figures, is as proper in the
order of the folds; for contraft, by break-~
ing the lines which would otherwife have

too great tendency one way, raifesin the dra-

_peries, as well as in the figures, a fort of
contradition, that feems to animate them:
.The reafon is, that contraft is a kind of
war, that puts the oppofite parts in motion.
Accordingly, in proper places, the folds

ought

s | -

m
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* ought not only to contrafte themfelves, butalfo

the members of the figures, when thofe folds
are great, and a part of a large drapery ; for as
tothe under draperies, which ftick more clofely
to the naked figure, they are more aptto take
the thape of it, than to give it any contraft.
WaATEVER life the contraft may add to
draperies, and howeéver neceffary it may be
to make them pleafing, the painter muft yet
make ufe of it with great prudence and pre-
caution: For, in upright figures, it often

‘hapgens, that thecontraft cannot be practifed,

without departing from probability. And in
fuch cafes, the painter, who knows.to turn
every thing to ﬁis advantage, betakes him-
felf to other principles. ,,
- FoLps well imagined give much fpirit
to any kind of action ; becaufe their motion
implies a motion in the afting member,
which feems to draw them forcibly, and
makes them more or lefs ftirring, as the

- a&ion is more or lefs violent,

Forps fhould be great according to the

, quantityand quality of thedrapery; and when,

through the flightnefs of ftuffs, we are obliged .
to ufe much folding, it muft be fo grouped,
that the claro-obfcuro may not {uffer by it.
A jupicious repetition of folds, in a
circular manner, is a great help to the effe®
of fore-fhortenings. B
IT’s fometimes proper, in certain parts, -
to put out fome folds, and put in others
- 1 more
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more fuitablg to the painter’s .intention,
either for fpreading of light, or for filling
up the vacancies of fome attitudes, or for
accompanying the figures, or for making
a fweet ground to them, or for hindering
their turnings from ending too quick, and
looking too harfh and unfinithed.

Ri1cH ornaments make a part of the
beauty of draperies, when ufed with difcre-
tion. But fuch erpaments ill become divini-
ties, and ar¢ always beneath the ftate and
dignity of heavenly figures ; whofe draperies
ought rather to be rich in the greatnefs and
noblenefs of the folds, than in the quality of
the ftuff. : ,

FoLps made by mere prattice, and
without the help of the natural, are ufually
proper only for a fingle defign ; but, in
order to perfection, the painter fhould al-
ways confult the ftuffs themfelves ; becaufe
in them the folds are true, and the lights
agreeable to the nature of the ftuffs. I
would not.however, blame thofe who have
acquired fo gréat an experience in the na-
ture of folds and qualities of ftuffs, as to
be capable, by memory, to exprefs moft of
them well. : :

T o imitate truth ‘juftly, draperies ought
either to be fet on a layman as big as the life,
or elfe upon the life itfelf ; but care muft
be taken, that fuch draperies have nothing
of the immobility of the layman, - . °
S t . SoME®
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SbME painters make ufe of fmall lay-
men, an which they fet either thin ftuffs, or
wet paper : . But tho’ this method may be
ufeful -to able artifts, and is very good,
where a whole ftory is to be put together,
it can’t be fo ufeful for particular draperies ;
becaufe the ftuffs, not having the fame
weight as in the larger laymen; can’t’ thew
the folds in their true thapes.

- LicenrT and flying draperies become only
figures in great motion, or in the wind ; but
when in a elofe place, and free from violent
action, their draperies muft be large ; and by
their contraft, and fall of the folds; thew
grace and majefty.

"T'1s a great fault to make draperies too
heavy and cumberfome: they ought ta be
fuitable to the figures ; and ’tis wrong to
.think, as fome have done, that the larger
they are, the more they ate grand and
majeftick. A profufion” of ftuffs;” on the
contrary, is an hindrance to the motion of
the ‘figures, and rather embaraflfes them,
- than makes.them majeftick..

- Thefe, I think, are the principal obfer-
vations relating to the order of folds : I pro«

ceed, fecondly, to fpeak.
~ Of the Diverfity of Stuffs.

AMONG the many different things
that pleafe in the compofition of a piCture,
' 2 variety
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variety of draperies is not the leaft confi-
derable. The order and contraft of folds
have indeed their fhare ; but it is not enough,
that the ftuffs themfelves be varioufly caft,
they muft alfo be of various forts, as far
as the fubje¢t will admit: Wool, linen,
cotton, and filk, as they are manufaCtured
a thoufand different ways, afford the artift a
large field for choice ; by which means he
may introduce into his work a diverfity,
which is the more neceffary, as it makes
him avoid a tirefome repetition of folds of
the fame kind, efpecially when his piece
confifts of many figures : Some ftuffs natu-
rally make broken folds, others more foft
and round : Some ftuffs are rough-wrought,
others . fmooth and glofly : - Some are thin
and tranfparent, others more firm and fub-
“ftantial. And this variety, whether di-
fperfed among many figures, or brought into
one, according to the fubje&; never fails to
produce a moft agreeable fenfation.
~ THE general ufe of the fame kind of ftuff
in the figures of one picture, is a fault into
which moft painters of the Roman {chool
have fallen, and which all thofe are guilty of,-
who cither paint by dint of practice only,
or reduce the imitation of nature to an habit
which they have contratted. But the in-
genious painter will feek all. opportunities
of introducing into his draperies that happy
diverfity I have been mentioning : Lethim
re-"
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remember, however, thatitis,aboveall things,
indifpenfable, with regard to the difference
of ages, fexes, and conditions.

THE antient {culptors were very fkilful
in cafting their draperies: But, as the matter
they work’d on was of one colour, and the
large folds, which receive the greateft light,
would have often appeared undiftinguifhable
from the naked parts, or at leaft have divided
the eye, they were obliged to fix it upon
the naked parts of their figures ; becaufe, in
this cafe, nothing better could be done for
the advantage of their art. For this pur-
pofe, they made ufe of wetted linen, or
thin ftuffs, which is the ufual drapery of
their ftatues. This remedy, by the good
order of their folds, was certainly very in- -
genious, and affords much light- to thofe
who can apprehend the reafon of it. I
could produce many examples from anti-
quity in this point ; but fhall only mention
that of the bas-relief, commonly - called,
The Dancing Women.. The draperies which
cover the naked parts of thofe’ figures, and
thew, in many feeming folds, thofe parts
agreeably, terminate behind the body, the
repetition of which would appear a fault,
* to an eye which cannot confider the finenefs
and excellence of the work: But if we regard
the fculptor’s purpofe, which was, to thew the
naked partsof thofe figures with elegance, thefe
repetitions will be fo far i'rom appearing afault
-0 3 . ln



118 Ofv.D_RA?E_RIES.

in fculpture, that they will feem to makea
kind of hatched fhading, fo dextroufly ma-
naged as to fet off the naked parts, and to give,
at'the fame time, a repofe to the eye.

THus have the antient fculptors, with
great{kill and genius, invented feveral ways to
remedy the inconveniences in the matter they
work’d on, whether they proceeded from
the largenefs of folds, or the variety of the

* ftuffs with which their figures were cloathed ;
having in all other refpets, generally fpeak-
ing, given perfect fatisfaction.

Bur painters, who may ufe all forts of
Quffs, and, by means of colours and lights,
can fkilfully imitate truth, would be as
much to blame, if they followed fculptors in

“the multitude and repetition of their folds,
as fculptors would be, if they imitated
painters in the extent of their draperies. [
proceed in the laft place to treat

Of the Variety of Colouring in Stuffs.

IF order, contraft, and variety of ftuffs
and folds, conftitute the eleganceof draperies,
diverfity of colours in thofe ftuffs contributes
extremely to the harmeny of the whole
together, in hiftorical fubje@s. The artift,
who has it generally in his ppwer toimagine
them as he pleafes, muft particularly ftudy
the values of his colours when entire, theiz
gffects when placed by ong another, tha!id.

I - theig



N

. 0fDRAP>'ERIES. 119

“their harmony when broken. But thefe

points I {hall handle in treating of colouring ;
and, in.the mean time, only here obferve,
that the colouring of draperies gives the
painter an opportunity of fhewing all his
1kill and addrefs in the claro-obfcuro. Titian
made ufe of this artifice in moft of his
pictures ; becaufe he was thereby at liberty
to give his draperies what colour he thought -
moft proper, either for making his ground,
or for fpreading light, or for charaterizing
objects by comparifon.

Bu T, after all, the management of dra-
peries is not {o fettled, but the painter may -
give fcope to his genius, in venturing on
unufual folds, whigh may have their merit.
There is-not any effe& in nature, where
chance thews more variety than in the caft
of the draperies : And tho’ art has ufually
fomething to corre¢t in their difpofition, yet
chance often furnifhes with folds more beau=
tiful and proper, than ' rules could ever
have produced. In fine, art cannot forefee
. every thing: Art goes but a little way be-
yond general things, and leaves to men of
tafte the care of fupplying every thing elfe.
It is the painter’s part to make a good choice
of the effects which nature prefents, and to
ufe them foas to diffufe over- his performance
the marks of a happy felicity. .
_AMonN¢ the painters who beft underftood
 draperics, Rapbae/, in my opinion, is 'the

' I4. - bek
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beft copy for the order of folds; yet I would
not derogate by this from the merit cf thofe,
who,without departing wholly from Rapbael's
principles, have fuccefsfully taken. greater
liberties in the characters of their folds, and
have even accompanied thofe freedoms with
grandeur and truth. The PVenetian and
Flemifb {chools have excelled in thewing the
variety of ftuffs ; and Paolo Veronefe is an
inexhauftible fource of examples for an
harmonious variety of colours,

I sav little of the other great matfters in
draperies ; the confideration of whofe works
will make it evident, that the falds require

“both order, and a proper choice ; that the
difference of ftuffs enriches a work, - and
fupports a neceffary probability ;- .and that
variety of colouring in draperies may con-
tribute- very much to the effect of the claro-
obfcuro, and to the harmony of -the whole
together. In fhort, the works of thofe ex-
cellent mafters will better demonftrate, than
ell I can fay, wherein the knowledge of
draperies lies, and of what importance it is
in painting. e

An Abfiract of the preceding Obfer-
vations relating to DRAPERIES.

T Y the word drapery, in painting, is

meant “al} forts of ftuffs, whether

for cloathing or other ufe ; but, generally

. fpeake
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fpeaking, it relates to cloathing : In wlnch
art confiders,

1. The order of folds.
2. The diverfity of ftuffs.
3. The variety of colouring in ftuffs.

Of the Order of Folds.

T HE figure muft be defigned, before it
-be cloathed.

THE drapery muft not fit too clofe to
the parts of the body; but flow about them,
and, as it were, carefs them.

TuE mcmbers muft not feem to be broken
by folds too ftrongly fhaded.

THhE folds muft be great and few, as far
as the nature-of the ftuff will admit.

THE folds muft contrafte one another,
and alfo contrafte the members.

THuE folds, on many occafions, give life
to the action of a figure. -
. ANy great-vacancies in draperies muft be

filled up with well adapted folds.

MasTERs may fhew practical folds;
but, for perfetion’s fake, we thould always
confult tﬁz life. S
_-DraPERIES fet on little laymen may
* be ufeful, but they are falfifying.

. Fryincdraperies are proper only in open
places, or where - the figure is in great
motion.

* Too much ftuff ina drapery encumbers
the ﬁgure. ' CuaNCE
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CHANCE often creates fuch beauties in
the cafting of draperies, as art could not
forefee.

PAINTERS are much obliged to the
antient fculptors for the art of cafting dra-
peries ; but the ufe which either makes of
them, is very different,

Of the Diverfity of Stuffs.

IT caufes a diverfity of folds.

It delights the eye.

IT ought to be generally practifed, as
well in a fingle figure as among many,
efpecially to thew the different ages, fexes, -
and conditions of figures. :

Tue Roman painters, and thofe who
paint pradtically, are ufually guilty of re-
peating the fame ftuffs.

Of the Variety of Colouring in Stuffs.
IT gives a piGture harmony.

It chara&erizes the objects.
It thews the claro-obfcuro.

RarHAEL is the beft copy for the order a

of folds. '
THE Venetian and Flemifhb fchools are

beft for the diverfity of ftuffs. And -
PaoLo VeroNEsE, for the harmonious

variety of their colouring, '

oR
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LANDSKTIP

Y ANDSKIP isakind of painting that
L reprefents the fields, and all the ob-.
"~ jects that belong to them. Among all
the pleafures which the different talents of
painting afford to thofe who employ them,
that of drawing landfkips feems to me the
moft affe&ting, and moft convenient ; for,
by the great variety, of which itis fufcep-
tible, the painter has more opportunities,
than in any of the other parts, to pleafe
himfelf by the choice of his objects. The
folitude of rocks, frethnefs of forefts, clear-
nefs of waters, and their feeming murmurs,
extenfivenefs of plains and offikips, mix-
tures of trees, firmnefs of verdure, and a
fine general fcone or opening, make the
painter imagine himfelf either a hunting, or’
taking the air, or walking, or fitting, and
giving himfelf up to agreeable mufings. In-
aword, he may here difpofe of all things
to his pleafure, whether upon land, or in-
rater; or, ifi the {ky, becaufe there is not
T : : : any -

- e
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any production either of art or nature, which
may not be brought into fuch a picture.
‘Thus pajnting, which is a kind of creation,
is more particularly fo with regard to
landfkip. :

AMoNG the many different ftyles of.
landfkip, I fhall confine my felf to two ;
the heroick, and the pafioral or rural ; for
all other ftyles are but mixtures of thefe.

Tue heroick ftyle is a compofition of
objets, which, in their kinds, draw, both
" from art and nature, every thing that is
great and extraordinary in either. The
fituations are perfetly agreeable and fur-
prifing. ‘The only buildings, are temples,
pyramids, antient places of burial, altars
confecrated to the divinities, pleafure-houfes
of regular architeGure: And if nature ap-

ear not there, ‘as we every day cafually fee
ﬁ::, fhe is at leaft reprefented as we think
fhe ought to be. This ftyle is an agrecable
illufion, and a fort of inchantment, when
handled by a man of fine genius, and good
underftanding, as Pox/fim was, who has fo
happily exprefled it. But if, in the courfe of
this ftyle, the painter has not talent €nough
to maintain the fublime, he is often in
danger of falling into the childith manner.

"THE rural fiyle is a reprefentation of
countries, rather abandoned to the caprice
of nature than cultivated: We there fee
nature fimple, without ornament, and with-

- put

.
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out artifice ; but with all thofe graces with
which fhe adorns herfelf much more, when
left to herfelf, than when conftraingd by
art. ' :
In this ftyle, fituations bear all forts of
varieties : Sometimesthey are very extenfive
and open, to contain the flocks of the fhep-
herds ; at others, very wild, for the retreat
of folitary perfons, and a cover for wild
beafts. '
- It rarely happens, that a painter hasa
genius-extenfive enough to embrace all the
parts of painting : there is commonly fome
one part that pre-engages our choice, and fo
fills our mind, that we forget the pains that
are due to the other parts; and we feldom
fail to fee, that thofe whofe inclination
leads them to the beroick fiyle, think they

have done all, when theyhave introduced - -

into their compofitions fuch noble objects as
will raife the imagination, without ever
- giving' themfelves the trouble to ftudy the
effeds of good colouring. Thofe, on the
other hand, who pra&ife the paftoral, apply
clofely to colouring, in order to reprefent
truth more lively. Both thefe ftyles. have
their feCtaries and partifans. Thofe who
follow the heroick, fupply by their imagi-
nation, what it wants of truth, and they
leok no farther.
As a counterbalance to heroick landfkip,
I think it would be proper to put into the
paftoral,
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paftoral, befides a great character of truth,
fome affecting, extraordinary, but probable
effe@ of nature, as was Titian’s cuftom.
THERE is an infinity of pieces wherein
both thefe ftyles happily meet; and which of -
the two has the afcendant, will appear from
what I have juft been obferving of their
refpe@tive propertied. The chief parts of
landikip are; I think, their openings or
fituations, accidents, fkies and clouds, off-
fkips and mountains, verdure or. turfing,
rocks, grounds or lands, terraces, fabricks,
waters, fore-grounds, plants, figures and -
trees: Of all which in their places,

Of Openings or Situations.

THE word fite, or fituation, fignifiesthe
view, - profpe¢t or opening of a country:
It is derived from the Itazlian word fitos
and our painters have brought it into ufe,
either becaufe theéy were ufed to it in Jzaly,
or becaufe, as I think, they found it to be
very expreflive. v .

- SiTUuaTIONS ought to be well put to.
gether, and fo difengaged in their make,
that the conjunttion of grounds may not
feem to be obftructed, tho’ we thould fee
. but a part of them. :

SITUATIONS are various, and repres
-fented according to the country the painter
is thinking of: As, either open or clofey

: : MOUR~
4 .
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mountainous or watery, tilled and inhabited,
or wild and lonely; or, in fine, variegated by
a prudent mixture of fome of thefe. But if
the painter be obliged to imitate nature in a
flat and regular country, he muft make it
agreeable by a good difpofition of the c/aro-
obfcuro, and fuch pleafing colouring as may °
make one foil unite with another.

"T'1s certain, that extraordinary fituations
are very pleafing, and chear the imagination
by the novelty and beauty of their makes,

- even when the local coleuring is but mode-

rately performed ; becaufe; at worft, fuch
piQures are only look’d on as unfinifh’d, and
wanting to be completed by fome fkilful
hand in colouring: Whereas common fitua-

- tions and objects require good colouring,

and abfolute’finithing, in order to pleafe.
It was only by thefe properties, that Cloud
Lorrain has made amends for his infipid
choice in moft of his fituations. But in
whatever manner that part be executed, one
of the beft ways to make it valuable, and
even to multiply and vary it without alter~ -
ing its form, is properly to imagine fome:

ingenieus accident in it.
; Of Adecidents.

AN accident in painting is an obftruction
of the fun’s light by the interpofition of
clouds, in fuch manner, that fome parts }:)f
. ‘ the
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the earth fhall be in light, and others in
fhade, which, according to the motion of
the clouds, fucceed each other, and pro-
duce fuch wonderful effectsand changes of
the claro-obfcuro, as feem to create fo many
new fituations., This is daily . obferved in
nature. And as this newnefs of fituations
is grounded only on the fhapes of the clouds,
and their motions, whichare very inconftant
and unequal, it follows, that thefe accidents
are arbitrary; and a painter of genius may
difpofe them to his own advantage, when
he thinks fit to ufe them ; for he is not
abfolutely obliged todo it. And there have
been fome able landfkip-painters, who have

never practifed it, either thro’ fear or cuftom;

as Claude Lorrasn, and fome others,
" Of the Sky and Clouds.

THE {ky, in painters terms, is the ethe-
real part over our heads ; but more parti-
cularly the air in which we breathe,and that
where clouds and ftorms are ingendered. 1Its
colour is blue, growing clearer as it approaches
the earth, becaufe of the interpofition of va-
pours arifing between the eye and the hori-
zon ; which, being penetrated by the light,
communicates it to objelts in a greater or lefs
degree, astheyaremoreor lefs remote.

BuTt we muft obferve, that this light be-
ing either yellow or reddith in the evening,

at

e
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at fun-fet, thefe fame objes partake not
only of the light, butof the colour: Thus -
the yellow light, mixing with the blue, which
is the natural colour of the fky, alters it, and
gives it a tint more or lefs greenifh, as the
yellownefs of the light is more or lefs deep.
~ 'Fu1s obfervation is general and infallible;
but there is an infinity of particular ones,
which the painter muft make upon the na-
tural, with his pencil in his hand, when
occafion offérs ; for there arehvc fine and

lar-effets appearing in the fky, which

ﬁnén difficult to n;rgk&: onge conceive yby phy-
fical reafons. 'Who can tell, for example,
why we fee, in the bright part of fome
clouds, a fme red, when the fource of the
light which plays upon them, is a moft
Lively and Cdiftinguithing yellow ? Who can
account for the different reds feen in different
clouds, at the very moment that thefe reds
receive the light but in one place ? for thefe
colours and furprifing appearances feem to
*have no relation to the rainbow, a pha2no- -
menon for which the philofophers pretend
. to éjve folid reafons.

HE SE cffets are all feen in the evening,
when the weather is" inclining to change,
cither before a ftorm, or after it, when it is
* not quite gone, but has left' fome remains of
- T'H £ property of clouds is to be thin and

- airy, both imr fhape am:_c colour : their ihaptgs,
. . 0’
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tho’ infinite, muft be ftudied and chofen
after nature, at fuch times as they appear
fine. To make them look thin, we ought to
make their grounds unite thinly with them,
. efpecially near their extremities, as if they
were tranfparent: And if we would have
them' thick, their refle®ions muft be fo
‘managed, as, without deftroying their thin-
nefs, they may feem to wind and unite,

if ncceffary, with the clouds that are next

to them. Little clouds often difcover a
little manner, and feldom have a good effe&,
unlefs, when, being near each other, they
feem all together to make but one object.
IN fhort, the charater of the fky is to
be luminous; and, as it is even the fource of
light, every thing that is upon the ecarth
muft yield- to it in brightnefs :  If however
there is any thing- that comes near it in
light; it muft be waters, and polifh'd bodies,
-which are fufceptible of luminous reflexions.

Burt, whilft the painter makes. the tky

luminous, he muft not reprefent it always .

fhining throughout. -

ON the contrary, he muft contrive his
light fo, that the greateft part of it may
fall only upon one place; and, to make it
_ore apparent, he muft take as much care
as poffible to put it in oppofition to fome
terreldrial objet, that may render it more
‘lively, by its dark colour; asa tree, tower, or
fome other building, that is a lictle high.
S | TH1s
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Turs principal /ight might alfo be
heightened by a certain difpofition of clouds

having a fuppofed light, or a light ingenioufly

inclofed between clouds, whofe {weet ob--

fcurity fpreads itfelf by little and little, on
all hands. We have a great many examples
of this in the Flemifb {chool, which beft
underftood landikip ; as Paul Bril, Brugel,
Saveri : And the Sadelers and Merian’s

- prints give a clear idea of it,.and wonder-

fully awaken the genius of thofe who have

the principles of the claro-obfturo,

Of Of-jkips and Mountains.

OFF-SKIPS have a near affinity with
the fky; it'is the fky whioch determines ei-
ther the force or faintnefs of them : They
are darkeft when the fky is. moft lpaded,
and brighteft when it is moft clear. They
fometimes intermix their fhapes and lights;
and there are times, and countries, where the
clouds pafs between the mountains, whofe
tops rife and appear above them. Mountains

“that are high, and covered with fnow, are
very proper to produce extraordinary effects’

in the off-fkip,” which are advantageous to
the painter,. and pleafing to the {pectator.

T u e difpofition of off-ikips is arbitrary ;-

let them only agree with the wbole togetber

of the piGture, and the nature of the country

we would reprefent. They are nfually blue,
- C K2 ’

g™
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becaufe of the interpofition of air between
them and the eye: giut they lofe this colour
by degrees, as they come nearer the eye, and -
fo take that which is natural to the objects. -
In diftancing mountains, we muft ob.
ferve to join them infenfibly by the roundings
off, which the refleGtions make probable;
and muft, among other things, avoid a cer-
tain edginefs in their extremities, which
makes thém appear in flices, as if cut with
fciffors, and ftuck upon the cloth. '
WE muft further obferve, that the air, -
at the feet of mountains, being charged
with vapours, is more fufceptible of light
than at their tops. In this cafe, I fuppofe
~ the main light to be fet reafonably high,
. and to enlighten, the mountains equally, or
that the clouds deprive them of the light of
- the fun, But if we fuppofe the main light
to be very low, and to ftrike the mountains ;
then their tops will be ftrongly enlighten’d,
as well as.every thing elfe in the fame de-.
~gree of light. »
"~ Tuo’ the forms of things diminith in
bignefs, and colours lofe their ftrength, in
proportion as they recede from the firft plan
of the picture, to the moft remote off-
fkip ; as we obferve in nature and common
practice ; yet this does not exclude the ufe
of the accidents. Thefe contribute greatly
to the wonderful in landfkip, when they are
properly introduced, and when the artift has
ajuft idea of their good effedts, Of
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Of Verdure, or Turfing.

I CALL turfing, the greennefs with '
which the herbs colour the gronnd : This is
‘done_ feveral ways; and the diverfity pro-
ceeds not only from the nature of plants,
which, for the moft part, have their particular
verdures, but alfo from the chapge of feafons,
and the colour of the earth; when the herbs
are but thin fown. By this varicty, a
painter may chufe or unite, in the fame
* trat-of land, feveral forts of greens inter-
mixed and blended together, which are often
‘of great fervice to thofe who know how to
ufe them ; becaufe this diverfity of greens,
as it is often found in nature, gives a cha- -
racter of truth to thofe parts, where it is
properly ufed. There is a wonderful ex-
ample of this part of landfkip, in the view
of Mechlin, by Rubens.

Of Rocks.

. THOU GH rocks have all forts of thapes,
and participate of all colouss, yet there are, -
in their diverfity, certain charafters which
cannot be well exprefled without having re-
courfe to nature. Some are in banks, and
fet off with beds of fhrubs; others in huge
"blocks, either projecting or falling back ;
others. confift of lar]%e broken parts, conti-
’ - 83 guaus -
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guous to each other ; and others, in’ fhort,
of an enormous fize, all in one ftone, either
naturally, as free-ftone, or elfe through the _
injuries of time, which in the courfe of many
ageshas worn away their marksof feparation,
But,whatever their form be, they are ufually
fet out with clefts, breaks, hollows, bufhes,
mofs, and the ftains of time; and thefe pat-
ticulars, well managed, create a certain idea
of truth, - SR
Rocks are of themfelves gloomy, and
‘only proper for folitudes ; but, where accom-
panied with buthes, they infpire a frefh air ;
and, when they have waters, either pro-
- ceeding from, or wathing them, they give
~ an infinite pleafure, and feem to have a foul
which animates them, and makes them fo-
ciable, . '

Of Grounds or Lands.

A GROUND or land, in painters terms,
is a certain diftin& piece of land, whichis
neither too woody nor hilly. - Grounds con-
.tribute, more than any thing, to the gra-
dation and diftancing of landfkip ; becaufe
they follow one another, either in fhape, or
in the claro-obfcuro, or in their variety of
colouring, or by fome infenfible conjun&ion
of one to another. BT

MurrirLicity of grounds, though it
be often contrary to grand manner, does.not
e quite
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quite deftroy it; for, befides the extent of
country which it exhibits, ’tis fufceptible of

~ theaccidents we have mentioned, and which, .

with good management, have a fine effect.

- THERE is one nicety to be obferved in
grounds, which is, that in order to cha-
" raQerize them well, care muft be taken, that
the trees in them have a different verdure
and different colours from thofe grounds ;
thoagh this difference, withal, muft not be
too apparent.’ ,

Of Terraces.

A TERRACE, in painting, is a piece.
of ground, either quite naked, or having
very little herbage, liké great roads and
places often frequented. They are of ufe
chiefly in the foregrounds of a picture, where
they ought to be very fpacious and open,
and accompanied, if we think fit, with fome.
accidental verdure, andalfo with fome ftones,
which; if placed with judgment, give a ter-
race a greater air of probability. . .

Of Buildings. ..

PAINTERS mean by buildings any
ftructures they generally reprefent, but chiefly
fuch as are of a regular architeffure, or at
leatt are moft confpicuous. Thus building:
is got fa proper a name far. the houfes of
o - K 4 country-
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country-people, or the cottages of thepherds,
whicl?;rlzzc introduced into the rural tafte; as

for - regular and fhowy edifices, which are -

always brought into the heroick. :

BuiLDIN Gsin general are a great orna-’

ment in landkip, even when they are
- Gothick, or appear partly inhabited, and

partly ruinous : they raife the imagination

, by the ufe they are thought to be defigned
for ; as appears from antient towers, which
feem to have been the habitations of fairies,
- and are now retreats for fhepherds and owls.
PoussiN has very elegantly handled the
Roman manner of architeture in his works,
as Bourdon has done the Gotbick ;" which,
however Gothick, fails not to give a fub-
lime air to his landfkips. Liztle Bernard
has introduced into his facred ftery, what I
may call 2 Babylonian manner; which, ex-

traordinary as it is, has its grandeur and mag-

nificence. I would not quite reje@ fuch
pieces of architeGure ; they raife the ima-
* gination, and I am perfuaded, they would
fucceed in the heroick Ryle, if they were
placed among half-diftant obje@s, and if
we knew bow to ufe them properly.

Of Waters:

MUCH of the fpirit of landfkip is owing
to the waters whicﬁ are introduced in ‘it.
They appear in divers manners ; fometimos
: impetuous,

o £
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impetuous, as. when a ftorm makes them
overflow their banks; at other times re-
bounding, as by the fall of a rock 5 at other
times through unufual preflure, guthing out,
and dividing into an infinity of filver ftreams,
whofe motion and murmuring agreeably de-
ceive both the eye and ear; at other times -
calm and purling in a fandy bed; at other
times fo ftill and ftanding, as to become a
faithful looking-glafs, which doublesall the
objeds that are oppofite to it; and, in this
flate, they have more life than in the moft
violent agitation. Confult Bozrden’s works,
or at leaft his prints, on this fubje&: he is
one of thofe who have treated of waters
with the greateft fpirit, and beft genius. -
WATERS are not proper for every fita-

~ -ation: But, to exprefs them well, the artift
~  ought to be perfe mafter of the exadtnefs

of watry reflexions ; begaufe they only

‘make painted water appear as real: For

practice alone, without exafinefs, deftroys
the effe&t, and abates of the pleafure of the
eye. The rule for thefe reflexions is very
cafy, and therefore the painter is the lefs
pardonable for negle&ing it.

Byt it mouft be obferved, that tho’ water
be as a looking-glafs, yet it does not faith.
fully reprefent objeéts, but whea ’tis fill
for if it be in any moation, either in aaatural

“courfe, or by the driving of the wind, its
- {farface, becoming umevea, weceives, on its

{urges,
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farges, fuch lights and fhades, as, mixing
with the appearance of the objects, con-
found both their fhapes and eolours.

Of the Foreground of a Picture.

A'S it is the part of the foreground to
ufher the eye info the piece, great care muft
be taken, that the eye meet with good re-
ception ; fometimes by the opening of a
fine terrace, whofe defign and workmanfhip
may be equally curious ; at other times, by
varrety of well diftinguithed plants, and thofe
fometimes flowered ; at other times, . by
figures in a lively tafte, or aother objeds,
“either admirable for their novelty, or intro~
duced, as.by chance. ' e

In a word, the artift cannot too much
ftudy his foreground objets, fince they at-
tra&t the eye, imprefs the firft charater of
truth, and greatly contribute to make the
artifice of a picture fuccefsful, and  to anti-
cipate our efteem for the whole work..

I aMm fenfible, that there are. vety fine
landfkips, with foregrounds, appearing to be
- well chofen, and earrying a great idea, but -

which are, neverthelefs, very.flightly fi-
nifhed : ] own, indeed, that this flightnefs
- ought to'be pardoned, when it is ingenious,
‘when it fuits with the nature of the ground,
and bears the charaGter of truth : But it
muft. be owned likewife, that this effect is
, : : - very:
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'very rare, and that it is to be feared, left
this flight working fhould give fome idea of
poverty, or of too great negligence : So that
in whatever manner the foregrounds of a
picure be difpofed, I would have the artift
prefcribe it as a law to himfelf, to finith them
with fkill, and accurate workmanthip.

Of Plants.

PLANTS are not always neceflary in
foregrounds, becaufe, as we have obferved,
there are feveral ways of making thofe
grounds agreeable. But, if we refolve to
draw plants there, we-ought to paint them'
exaly after the life; or, at leaft, among
fuch as we paint pratically, there ought-to
be fome more finithed than the reft, and
whofe kinds may  be diftinguithed by the
difference of defign and colouring, to the
end, that, by a probable fuppofition, they
may give the others a character of truth.
What has been faid here of plants, may be
applied to the branches and barks of trecs.

Of Figures.

I'N compofing landfkip, the artift may
have intended to give it a character agreeable
to the fubject he -has chofen, and which his .

figures ought to reprefent.  He may alfo,
and it commonly happens, have only 'though:_
e BN . 0
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of his figures, after finithing his landfkip =
" "The truth is, the figures, in moft landskips,
arc made rather to accompany than to fuit
" them. .

I xNow there are landskips fo difpofed
and fituated, as to require only paffing fi-’
gures ; which feveral good mafters, each in
his ftyle, have introduced, as Pouffin in the
~ heroick, and Fouguier in the rural, with all
-pofiible probability and grace: I know alfo,

that refting figures have been made to appear
_inwardly a&ive. And thefe two different
ways of treating figures are not to be blamed,
becaufe they a equally, though in a dif-
ferent manner. It is rather ination that
ought to be blamed in figures; for in this
- condition, which robs them of all connexion -
- with the landskip, they appear to be pafted
- on. But, without obftructing the painter’s
liberty in this refpect, I am perfuaded, that
the beft way to make figures valuable is, to
make them fo to agree with the charalter of
the landskip, that it may feem to have been
made purely for the figures. I would not
. have them either infipid or indifferent, but
- to reprefent fome little fubje® to awaken
the fpetator’s attention, or elfe to give the
piGure a2 name of diftinGtion among the
“curious. : -
. GREAT care muft be taken to proportion
the fize of the figures to the bignefs of the
trees, and other objects of the ﬁ.ndslup h If
S they
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they be too large, the picture will difcover
a little manner; and, if too fmall, they will
hage the air of pygmies, which will deftroy
the worth of them, and make the landskip
look enormous. There is, however, a greater
inconvenience in making fignres too large,
than too fmall; becaufe the latter at leaft
gives an air of greatnefs to all the reft. But
as landskip figures are generally fmall, they
mutft be touch’d with {pirit, and fuch lively
colours as will attract, and yet preferve pro-
bability, and a general union.”” The artift
muft, in fine, remember, that as the figures
chicfly give life to a landskip, they muft be
difperfed as conveniently as poflible.

of Trees,

I ALWAYS thought, that the beauty of
trees was one of the greateft ornaments of
landskip; becaufe of the variety of their
kinds, and their frefhnefs, bat chiefly their-
lightnefs, which makes them feem, as-being
expofed to the air, to bealways in motien.

Tuou GH diverfity be pleafing in all the
abjects of landskip, tis chiefly in trees that it
fhews its greateft beauty. Landskip confiders
both their kinds, and their forms. Their kinds -

uire the peinter’s particular ftudy and
;,:gention, inl;dd(to £?tinguifh them from
cach other ;. for wemuft be able at firft ficht
to difcover which are oaks, elms, firs, fy--

. .- camores,



142 OfLAaNDskKkIPR
camores, poplars, willows, pines, and other.
fuch trees, which, by a fpecifick colour, or
touching, are diftinguithable from all other
kinds. ‘This ftudy is too large to be required
in all its extent; and, indeed, few paimnters
have attained fuch a competent exactnefs in
it as their art requires. But it is evident,
that thofe who come neareft to perfection in
it, will make their works infinitely pleafing,
and gain a great name.

. BEs1pEs the variety which is found in
cach kind of tree, there is in all trees a ge-
neral variety. ‘This is obferved in the dif-
~ ferent manners in which their branches are

difpofed by a fport of nature, which takes .
dell:;ht in making fome very vigorous and
thick, others more dry and thin ; fome more
green, others more red or yellow. The ex-
cellence of practice lies in the mixture of
- thefe varieties : But if the artift can-diftin-
guifh the forts but indifferently, he ought at
~leaft to vary their makes and colours ; be-
" caufe repetition in landskip is as tirefome
to the eye, as monotony in difcourfe is to

the ear. . ‘
. THE varicty of their makes is fo great,
that the painter would be inexcufable not to
put it in practice upon occafion, efpecially
. when he finds it neceflary fo awaken the
- fpeQator’s attention ; for, among trees, we
difcover the young and the old, the open
and clofe, tapering and fquat, bending ug—
wards
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wards and downwards, ftooping and fhoot-
ing: In fhort, the variety is rather to be
conceived than exprefled. For inftance, the
charaGer of young trees is, to have long .
flender branches, few in aumber, but well
fet out; boughswell divided, and the foliage

- vigorous and well thaped : Whereas. in old
trees, the branches are ihort, ftocky, thick,

and numerous; the tufts blunt, and the

- foliage unequal and ill thaped : But a little

obfervation and genius.will make us perfeétly
fenfible of thefe particulars.

In the various makes of trees, there muft

-alfo be a diftribution of branches, that hasa -

juft relation to, and probable connexion with,
the boughs or tufts, fo as mutually to affit
each other in giving the tree>an appearance
of thicknefs and of truth, But, whatever
their natures or manners of branching be,
let it be remembred, that the handling muft

- . be lively and thin, in order to preferve the

fpirit of their characters. v '

TrEeEs likewife vary in their barks,
which are commonly grey ; but this grey,
which in thick air, and low and marfhy

‘places, looks blackith, appears lighter in a

clear air: And it often happens, in dry
places, that the bark gathers a thin mofs,
which makes it look quite yellow ; fo that, |
to make the bark of a tree apparent, the

_painter may fuppofe it to be light upon a

dark ground, and dark on a light one.
, Tus
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TuE obfervation of the different . barks
merits a particular, attention ; for it will
appear, that, in hard woods, age chaps them,

. and thereby gives them a fort of embroidery;
- and that, in proportion as they grow ofd, -
thefe chaps grow more deep. Any other
accidents in barks may arife either from
moifture, or drinefs, or green mofles, or
white ftains of feveral trees. : _

Twe barks of white woods will alfo afe
ford much matter for pratice, if their di- -
verfity be duly ftudied : And this con-
fideration leads me to fay fomething of the
ftudy of landfkip, which I will do accord-
ing to my own notion of it, without pre-
tending to prefcribe my fentiments to others.

Of the Study of Landftip.

THE ftudy of land{kip may be confidered
cither with refpe& to beginners, or to thofe
who have made fome advances in it.

‘ Bec1NNERS will find, in practice, that

. the-chief trouble of landfkip lies in handling .
trees; and it is not only in practice methinks,
but alfo in fpeculation, ‘that trees are the
moft difficult part of landfkip, as they are
its greateft ornament. But it is only pro-
. pofed here, to give beginners an idea of

trees in general, and to fhew them how to
exprefs t%)cm well. It would be needlefs to
point outto them the common effects of trcid\s

, - an
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. and plants, becaufe they are obvious to cvery

one, yet there are fome things, which, tho’
not unknown, defervé our refle@ion.. Wt
know, for inftance, that all trees fequire air,
fome more, fome lefs, as the chief caufe of

- their vegetation-and produ&ions ; afid for this

reafon all trees (except the cyprefs, and -
fome others of the fame kind) feparate ih
their gréwth from one another, and from
other ftrange bodies as much as poffible, and
their branches and foliage do the fime :
Wherefore, to give them that air and thin-
nefs, which 'is their principal charater, the
branches, boughs, and foliage, muft appear

to fly from each other, to proceed from op- -
pofite parts, and be well divided. And all
this without order ; as if chance aided na-
ture in the fanciful diverfity. But to fay
particularly how thefe trunks, branches, and

foliages, ought to be diftributed, would

be needlefs, and only a defcription of
the works of great mafters: a little re- -
fleGtion on nature will be of more fervice
than all I can fay on this head. By great
mafters, I mean, fuch as have publithed

prints ; for thofe¢ will give better ideas to

young copyifts, than even the paintings
thernfelves. . :

AMoNG the many great mafters of all
fchools, I prefer Titian’s wooden prints, where

the trees are well-thaped ; and thofe which

Gornelius Cort, and Agoftino Carracche, have

L engraved,
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engraved. And I fayagain, that beginners can
do-no better than contract, above all things,
an habit of imitating the touches of thefe
jgreat mafters, and of confidering, at the fame
time, the perfpective of the branches and
foliages, and obferving how they appear,
either -when rifing, and feen from below ; or
when finkihg, and feen from above ; or
when fronting, and viewed from a point ; or -
when they zpiear'in profile ; and, in a word,
‘when fet in the various views which nature
- prefents them in, without altering their
- charaéers,

. ArTER having ftudied and copied, with
the pen or-crayon, firft the prints, and then
“thedefigns, of Titian and Carracche, the ftu-
dent fhould imitate with the pencil thofe
‘touches which they have moft diftinétly
fpecified, if their paintings can be procured ;
but fince .they are fcarce, others fhould be
_got which have a good charalter for their
touching ; as thofe of Fouguier, who is a
moft excellent model : Paul Bril, Breugel,
-and Bourdon, are alfo very good ; their
touching is neat, ‘lively, and thin, '

AFTER having duly weighed the nature
of trees, their fpread and order, and the
-difpofition of their branches, - the artift muft
get a lively idea of them, in-order'to keep
up the' {pirit of them throughout, either by
making them apparent -and diftin¢t inf the

g ore=
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fore-grounds, or obfcure and confufed in
proportion to their diftance. ‘
AFTER having thus gained fome know- -
ledge in good manner,- it will next be pro~
per to ftudy ; after nature, and to chufe and
retify it, according to the idea which the
aforefaid great mafters had of it. As to
perfection, it can only be expetted from
fong .practice and perfeverance. This, me-
#hinks, is what concerns thofe, who, havmg
an inclination for landfklp, wou]d take the

" proper methods for beginning it well,

As for thofe who -have made fome ad:

vances in this past of painting, it is pro-

ger they fhould calle& the neceffary ma-
terials for their further improvement, and
dtudy thofe objetts at leaft, which they
4hall have moft frquem occaﬁon to re-
prefent.

P a 120 TE Rss ufuglly comprife, under the
sword fudy, any thing whatever, which
they -either defign or paint. fcparately, after
the life ; whether.figures, heads, feet, hands,
«drapenes animals, mountains, trees, plants
flowers, fruits, .or whatever may Confirm
then in the juft imitation of nature : The
drawing of thefethings, I fay, is what they
call ftudy ; whether ‘they be for inftruction
in defign, or only to aflure them of the

struth, and.to perfeé their work. Be it as jt
swill, this word Sfudy is the more proPerIy

ufed by painters, as in the diverfity of
. L2 nature
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nature they are daily making new difcoveties,
and confirming themfelves in what they al- -
teady know.

As the landfkip-painter need only ftudy
fuch objets as are to be met with in the
-country, I would recommend to him fome
order, that his drawings may be always at
hand when he wants them. 1 could with,
for inftance, that he copied after nature, on
© feparate papers, the different effets of trees
in general, and the different effe@s of each
kind in particular, with their trunks, foliage,
“and colours. I would have him alfo take
the fame method with fome forts of plants ;
becaufe their variety is a great ornament to
terraces on fore-grounds.

I wourp have him likewife ftudy the
- effes of the {ky in the feveral times of the
day, and feafons of the year, in the various
difpofitions of clouds, both in ferene, thun-
dering, and ftormy weather. And in the
off-skip, the feveral forts of rocks, waters,
and other principal objets. '

THESE drawings, which may be madeat
times, fhould be colleGted together ; and all
that relate to one matter, be put into a book,
te which the artift may have recourfe at any
time for what he wants.

N ow, if the fine effe@s of nature, “whe-
“ther in fhape or colour, whether for an intire
*piGture, or a part of one, be the artift’s

ftudy, and if the difficulty lies in Ch‘t]l?ng '
: - thofe
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thofe effecs well, he muft for this purpofe
be born with good fenfe, good tafte, and a
fine genius ; and this genius muft be culti-
vated by the obfervations which ought to be
made on the works of the beft mafters,
how they chofe nature, and how, while
they corrected her, according to their art,
they preferved her charalter. With thefe
advantages, derived from nature, and per-
- feted by art, the painter can’t fail to make
a good choice ; and, by diftinguithing be-
tween -the good and the bad, muft needs
find great inftruction, even from the moft
common things.

. To improve themfelves in this kind of
ftudies, painters have taken feveral methods:
And, I believe, it will not be here imper-
tinent to mention thofe I have feen practifed,
and of which I myfelf have fome experi-
ence. ‘

. THERE are fome artifts who have de-
figned after nature, and in the open fields ;
and have there quite finithed thofe parts,
which they had chofen, but without adding
any colour to them.

OTHERSs have drawn, in oil-colours,
in a middle tint, on ftrong paper ; and found
this method convenient, becaufe, the colours
finking, they could put colour on colour,
tho' different from each other. For this
purpofe they took with them a flat box,
‘which commodioufly held their pallet, pen-
R L3 cils,
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cils, oil, and colours. 'This method, which
_indeed requires feveral implements, is doubt-
lefs the beft for drawing nature more pat-
ticularly, and with greater exaltnefs, efpe-
cially if, after the work be dryand varnifhd,
the artift return to the place where he drew,
and retouch the principal things after nature.
OTHERS have only drawn the out-linés of
obje&ts, and flightly wafh’d them in colours
near the life, for the eafe of their memory,
Others have atteéntively obferved fuch parts
as they had a mind to retain, and contented
them{elves with committing them to their
memory, which upon occafion gave them
a faithful account of them. Others have
made drawings in paftil and wath together,
Others, with more curiofity and patienee;
have gone feveral times to the places which
were to their tafte : The ﬁrlg time they
only made choice of the parts, and drew -
them corretly ; and the other times were
fpent in obferving the variety of colouring,
and its alterations through change of light.
Now thefe feveral methods are very
ood, and each may be pracifed as beft
{uits the ftudent and his temper : . But they
require the neceflaries of painting, as colours,
pencils, paftils, and leifure. Nature, how-
ever, at certain times, prefents extraordinary,
but tranfient beauties, and fuch as can be of
no fervice to the artift, who has not as much
time as is- neceflary to imitate what he ad-
' ' mirgs,
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mires. The beft way, I think, to make
advantage of fuch momentary cc:afions, is
this: : C

T v E painter being provided with a
‘quire of paper, and a black lead pencil,
let him quickly, but flightly, defign what
he fees extraordinary ; and, to remember
the colouring, let him mark the princi-
pal parts with chara&ers, which he may
_explain at the bottom of the paper, as faras
is neceffary for himfelf to underftand them:
A cloud, for inftance, may be mark'd 4,
another cloud B, a light C, a mountain D,
a terrace E, and fo on. And having re-
peated thefe ‘letters at the bottam of the
paper, let him write againft each, that ’tis
of fuch or fucha colour ; or for greater bre-
vity, only blue, red, wviolet, grey, &c. or
any other fhorter abbreviation. After this
he muft go to painting as foon as poffible ;
otherwife moft of what he has obferved will,
in a little time, flip out of his memory.
‘This method is the more ufeful, as it nat
- enly prevents our lofing an infinity of fud-
den and tranfitory beauties, but alfo helps,-
by means of the aforefaid marks and cha-
ratters, to perfect the other methods I have
mentioned. ,

Ir it be afk’d, Which is the propereft
time for thefe ftudies? I anfwer, that na-
_ture thould be ftudied at all times, becaufe
fhe is to be reprefented at all feafons ; but

. L 4 ' autumn
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autumn yields the moft plentiful harveft for
her fine effe@s : themildnefs of that feafon,
the beauty of the fky, the richnefs of the
carth, and the variety of objets, are power-
ful inducements with the painter, to make
the proper inquiries for improving his genius,

- and perfecting his art. ’

B u Tt as we cannot fee nor obferve every
thing, ’tis very commendable to make ufe of -
other mens ftudies, and to look upon them
as if they were our own. Rapbael fent
fome young men intoGreece, to defign fuch
things as he thought would be of fervice to
him, and accordingly made ufe of them to
as good purpofe as if he himfelf had de-
figned them on the {pot : For this, Raphael
is fo far from deferving cenfure, that he
ought, on the contrary, to be commended ;
as an example, that painters ought to leave
no way untried for improving in their pro-
feflions. 'The landfkip-painter may accord-
in%ly make ufe of the works of all thofe
who have excelled in any kind, in order to
acquire a good manner ; like the bees,
which gather their variety of honey from
flowers, S '

' General
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General Remarks on L ANDsk1p,

S the general rules of painting are the

bafis of all the feveral kinds of it, we

mutft refer the landfkip-painter to them, or

rather fuppofe him to be well acquainted

with them, 'We fhall here only make fome
general remarks on this kind of painting,

1. LANDSKIP fuppofes the knowledge

“and practice of the principal rules in per-
Jpeétive, in order to maintain probability,

-2, THE nigher the leaves of trees are to
the earth, the 'larger they are, and the
‘greener ; as being apteft to- receive, in .
abundance, ;the fap which nourifhes them :
and the upper branches begin firft ta take
the rednefs or yellownefs which colours them
in autumn, But ’tis otherwife in plants;
for their ftocks renew all the year round,
and their leaves fucceed one another, at a
confiderable diftance of time, infomuch that
nature, employed in producing new leaves
to adorn the ftock as it rifes, does by de-
grees defert the under ones ; which, havin
firft performed their office, are the firft that
die: But this effe is more vifible in fome

-than others.

3. THE under parts of all leaves are of a

'brighter' green’ than the ilpper, and almoft

always_
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always incline to the filverith ; and thofe
which are wind-fhaken .are known from
others by that colour: But if we view them
from beneath, when penetrated by the fun’s
rays, they difcover fuch a fine. and lively
green as is far beyond all comparifon. .

4. THERE are five principal things which
give fpirit to landdkip, 0 ws#, figures, ani.
mals, waters, wind-fhaken trees, and thin-
nefs of pencilling ; to which add fmoke,
when there’s occafion to introduce it.

5. WH E N one. colour predominates
throughout a landskip, as one green in -
{pring, or one red in autumn, the picce
will look either as of one colour, or
elfe_as unfinith’'d. 1 have feen many of
Bourdon's landskips, which, by handling
the corn one way throughout, have loft
much of their beauty, tho’ the fituations
and waters were very pleafant. The ingeni-
ous painter muft endeavour to correct, and,
.-as they fay, redeem the harfh unfightly
colouring of winter and {pring by means of
figures, waters, and buildings ; for fummer
and ‘autumn fubjects are of themfelves ca-
pable of great variety. . ‘

6. TiT1aN and Carracche are the ‘beft
models for infpiring good tafte, and leading
, the painter into a good track, with regard
to forms and colours. He muft ufe all his
¢fforts to gain a juft idea of the principles

' - which



Of LaNnDpskiIr 155
which thefe great men have left ws in their
works ;- and to have his imagination filled
with them, if he would advanee by degrees
towards that' perfection, which the aruft
fhould always have in view. :

4. Tue landfkips of thefe two mafters
- teach us a great many things, of which dif-
courfe can give us no exact idea, nor any
general pringiple. 'Which way, for example,
can the meafures of treds in general be deter-
mined, as we determine thofe of the human
body ? The tree has no fettled proportions ;-
moft of its beauty Lics in the contraft of its
branches, an unequal diftribution of boughs,
and, in fhort, a kind of whimfical variety,
which nature delights in, and of whieh the
painter becomes a judge, when he has tho-
roughly relithed the works of the two
mafters aforefaid. Bat, I muft fay, in 75-
tian’s praife, that the path he ftruck out is
‘the fureft ; becaufe he has.exattly imitated
nature in its variety with an exquifite tafte,
and fine colouring : Whereas Carracebe, tho’
an able artift, hes not, more than others,
been free from manner in his landfkip.

8. ONE of the greateft perfetions of
kindtkip, in the variety it reprefents, is 2
faithful imitation of each particular cha-
racter: As its greateft fault is, a licentious
practice, which brings uys to do things by

9. AMoNG
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9. AMoNG thofe things which are painted
practically, we ought to intermix fome done
after nature, to induce the fpetator to be-
lieve, that all are fo. .\
10. As there are ftyles of thought, fo
there are alfo ftyles of execution. I have
handled the two relating to thought, 7o wi?,
the heroick and paftoral; and find that
there are two alfo with regard to execution,
to wit, the firm ftyle, and the polifhed ;
thefe two concern the pencil, and the more -
or lefs ingenious way of conducting it. The
firm ftyle gives life to work, and excufes for
bad choice ; and the polithed finithes and
brightens every thing ; it leaves no employ-
ment for the {peCtator’s imagination, which
pleafes itfelf in difcovering and finithing
- things which it afcribes to the artift, though,
in fac, they proceed only from itfelf.
The polithed ftyle degenerates into the foft
and dull, if not fupported by a good open-
ing or fituation ; but when thofe two cha- .
racters meet, the picture is fine,
. 11. Having thus taken a {urvey of the
principal parts of landfkip, having {poken of
the ftudy proper for it, and made. fome
general remarks on this kind of painting ; I
-queftion not but feveral readers, that this
work may be made lefs defeGtive, with me
to fay fomething of the practice and pfe of
eolours, But as every ‘man has his own
L particular
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particular. practice, and the ufe of colours
comprehends a part of the fecrets in painting ;
we muft expect a minute account of them:
only from the friendfhip and converfation of
the ableft painters, and join their opinions to
our own experience.



[ 58]

4

or
PORTRAITURE.

I F painting be an imitation of nature, ’tis
doubly fo in a portrait; which not only
reprefents a man in general, but fuch an one:
as may be diftinguithed from all others.
And as the greateft perfetion of a portrait
is extreme likenefs, fo the greateft of its
faults is to refemble a perfon for whom it
was not made ; fince there are not in the
world two perfons quite like one another, But
_before we proceed to the particulars which
let us into the knowledge of this imitation,
’tis neceffary, for fhortening this difcourfe,
to take a view of fome general propofitions,
which are preparatory to what I am going
to fay, and will make amends for what I
fhall omit,
L :
IMmiTaTioN is the effence of painting,
and- good choice is to this eflfence what the
wistues are to a man ; they raife the value of
it”  For this reafon, ’tis extremely the
painter’s intereft to chufe none but good
~ heads, or favourable moments for drawing
'~ them,
1 -
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‘them, and fuch pofitions as may fupply the

want of a fine natural.
II.

THERE are views of the natural, more
or lefs advantageous ; all dependsupon turn-
ing it well, and taking it in the favourable
moment,

ITI.

THERE is not a fingle perfon in theworld
who has not a peculiar -charaéter, both in
body and face.

IV.
~ S1MpLE and genuine nature is more pro-

- per for imitation, and is a better choice, than

nature much formed, and embelhfhed too
artxﬁcxally :
V. ~
To adorn nature too much is doing it a

.-violence; and the aftion which attends it

can never be free, ‘when its-ornaments are
not eafy. In ihort in proportion as we
adorn nature, ‘we make it degenerate from

itfelf, and. brmg it down to art.

VI
SoME means are more advantageous than

others, ‘to come ‘to the fame end.

VIL
‘WE muft nat only imitate - what we do
fee i nature, but.alfo what we may:poflibly
fee, that is advantageous in art.

VIII
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VIIL.

THiNGs are valuable by comparifon j
and it is only by this we are enabled to make
a right judgment of tllgzm. :

ParnTEeRrs eafily accuftom themfelves
to their own tints, and the manner of their
mafters: And after this habit is rooted in

“them, . they view nature not as fhe really is,
but as they are ufed to paint her.
X.

"T'1s very difficult to make a piGure, thé
figures of which are as big as the life, to
have its effe@® near, as at a diftance. A
learned picture pleafes the ignorant only
when it is at fome diftance; but judges will
admire its artifice near, and its effe@® at a
diftance.’ _ '

v XL .

'KNoWLEDGE makes work pleafant and

eafy. The traveller who knows his road,
comes to his journey’s end with more fpeed
and certainty than he ‘who inquires, and
gropes it out, ‘
‘ - XIL ._

*T 1s proper, before we begin a work, to
meditate upon it, and to make a‘ nice co-
lour'd fketch of it, for our own fatisfa&tion,
and an help to the memory. r

WE cannot too much refle&t on thefe
. propofitions ; and it is neceffary to be fo

- well acquainted with them, that they may
' : - prefent
s | '
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prefent themfelves to our mind, of their
own accord, without our being at the trou-
ble to recal them to our memory, when we
are at work.

THERE are four thmgs neceﬂ'ary to make
a portrait perfect; air, colouring; attitude;

and drefs.

. L.Of Air.
- THE air re(pe&s the linies of the face,

" the head-attire, and the fize.

T lines of the face depend upon exa@-
nefs of draught, ‘and agreement of the parts ;
which all together muft reprefent the phy-

fiognomy of the perfon painted, in fuch - ‘

‘manner, that the picture of his body may
feem to be alfo that of his mind.

I'T is not exaCnefs of defign in portraits,
that gives {pirit and true air, fo muchas the
agreement of the parts at the very moment
when the difpofition and temperament of the
fitter are to be hit off. We {ee feveral
traits, which, though correétly deﬁgned
have a cold, languxfhmg, and ftupid air j

. whilft others lefs corre&t in defign, ftrike

us however, at firft ﬁght with the fitter’s
chara&er.

Few painters have been careful enough
to put the parts well together: Sometimes
the mouth is {fmiling, and the eyes are fad 5
at other times, the eyes are chearful, and the

checks lank ; by which means their work
M  has
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has a falfe air, and looks unnatural. We -

~ ought therefore to mind, that, when the
fitter puts on a fmiling air, the eyes clofe,

the corners of the mouth draw up towards -

the noftrils, the cheeks fwell, and the eye-
brows widen : But in 2 melancholy air thefe
parts have a contrary effect.,

T HE eyebrows, being raifed, give a grave
and noble air ; but if arch’d, an air of aftc-
nithment, ,

-OF all the parts of the face, that which
contributes moft to likenefs is the mnofe ; ’tis
therefore of great moment to fet and draw it
well. te
. TaoucH the hair of the head feem to

‘be ‘part of the drefs, which is capable of

various forms, without altering the air of

the face, yet the head-attire, which one has
been moftaccuftomed to, ereates fuch a like-
nefs, that we fcarce know a familiar ac-
‘quaintance on his putting on a periwig fome-

what different frorh that which he ufed to - -

wear. ’Tis neceflary, therefore, as far as
‘poflible, to ‘take the air of the head-orna-
‘mient, and make it accompany and fet off
that of the face, ‘if there be no reafon to the
contrary. _ ~
A's to the ftature, it contributes fo'much
to likenefs, that we very often know people
‘without feeing their face; *tis therefore ex-
‘tremely proper to draw the fize ifter the
fitter-himfelf, and in fuch anattitade as we
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. think fit; which was Vandyke's method.
" Here let us remark, that, in fitting, the

petfon appears to be of a lefs free make; -
through the heaving of his fhoulders ; where-
fore, to adjuft his fize, ’tis proper to make
him ftand for a fmall time, {waying in the
pofture we would give him, and then make
our obfervation. But here occurs a difficulty,

. Wwhich I fhall endeavour to examine:

- Whetber *tis proper, in Portraiture, to cor- .

ret the Defelts of Nature. -

- LIKENESS being the effence of por-
traiture, it would feem, that we ought to
imitate defects as well as beautjes, fince by
this means the imitation will be more com-

‘plete : It would be even- hard to prove the

contrary, to one who would undertake the.
defence of this pofition.  But ladies and
gentlemen do nat much approve of thofe-
painters who entertain fuch fentiments, and
put them in practice. I have known ladies
frankly own, that they had no value for a
painter who made a ftrong likenefg; and
that they had rather their piGtures had much

~ lefs refemblance, and more beauty. It is

certain, that fome complaifance, in this |

-refpet, is due to them ; and I queftion not,

but their pitures may be made to refemble,
without difpleafing them: for the effettual.
likenefs is a juft agreement of the parts that

' 2 . are
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are painted, with thofe of nature; fo that
we may-be at no lofs to know the air of the
face, and the temper of the perfon, whofe
picture is before us.  This being laid down,
I fay, that all deformities, when the air and
temper may be difcovered without them,
ought to be either corre¢ted or omitted in
womens and young mens portraits. A nofe
fomewhat awry may be help’d, or a thriveled
neck, or high fhoulders, adapted to good
air, without going from one extreme to
another : But this muft be done with great
diferetion; for by endeavouring to corre&t
nature too much, we infenfibly fall into a
method of giving a general air to all our por-
traits ; juft as, by confining ourfelves too much
to the defe@s and littlenefs of nature, we are

indanger of falling into the low and taftelefs

manncr,

Bu T in the faces of heroes, and men of

rank, diftinguifbed either by dignities, vir-
_tues, or great qualities, we cannot be too
exat, whether ‘the parts be beautiful or
not: for portraits of fuch perfons are to be
ftanding monuments to pofterity ; in which
cafe, every thing in a picture is precious that
_is faithful. But after whatever manner the
painter acquits himfelf in this point, let him
never forget good air nor grace, and that
there are, in the natural, advantageous mo-
ments for hitting them off. '

2. Of -
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2. OF Colouring.

COLOURING, in portraiture, is an
effufion of nature, difcovering the true
tempers of perfons, and the temper being
effential to likenefs, it ought to be handled as

exaltly as the deﬁgn This part is the more ‘

valuable, as ’tis raré and difficult to hit. A
great many painters have come to a likenefs
by ftrokes and outlines ; but, certainly, they
are few, who have fhewn in colours the
tempers ‘of perfons.
. Two points are neceffary in colourmg ;
exactnefs of tints, and the art of fetting
them off. 'The former is acquired by prac-
tice, in examining and comparing the co-
lours we fee in life, with thofe by which
we would imitate it : and the art of thefe
tints confifts in knowing what one colour
- will produce when fet by another, and in
making good what either diftance or time
may abate of the glow and frefhnefs of thc ‘
colours,

A paINTER who does nothing more
than what he fees, will never arrive at a
perfe&t imitation ; for though his work may
feem, on the eafel, to be good to him, it
may not appear fo to others, and perhaps
even to himfelf, at a diftance. A tint,
. which, near, appears disjoined, and of one-

: colour, may look of another at a diftance,
, M3 - and
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and to be confounded in the mafs it belongs
to. If you would have your work, there-
fore, to. produce a good effet in the place
~where ’tis to hang, both the colours and
lights muft be a little loaded, but learnedly,
and with difcretion. In this point confult
Titian, Rubens, Vandyke, and Rembrant’s
~ methods ; for, indeed, their art is won-
derful. ,
 Tue tints ufually require three tithes of
obfervation. The firft is, at the perfon’ firft
fitting down, when he has more fpirit and
colour than ordinary ; and this is to be noted
. in the firft hour of his fitting. ‘The fecond

is, when, being compofed, his look is as.

ufual; which is to be obferved in the fecond

hoor. And the third is, when, through

tirefomenefs by fitting in one pofture, his
" colour alters to what wearinefs wufually
creates. 'On which account, ’tis ‘beft to
keep to the fitter’s ufual tint a little im-
proved. He may alfo rife, and take fome
turns about the room, to gain frefh fpirits,
‘and fhake off or prevent tirefomenefs.
- IN draperies, all forts of colours do not
{uit all forts of “perfons, In mens portraits,

we ficed only obferve great truth, and.great

~ force; but, in womens, there muft dlfo be
charms ; whatever beauty they have, muft

appéar in ‘a fine light, and their blemifhes

‘muft by {ome ‘means orather be f{oftened,
For this reafon, a white, lively, and bright

< L fs

N
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tmt ought never to-be fet off by a fine yel-
low, which'would make it look like plafter,
but rather by colours inglining to green,
blue, or grey, or fuch others as, by their
: oppoﬁtlon may make the tint appear more
_ flethy than ufual in fair women. Fandyke
often made a fillemot-colour'd curtain for
his ground ; but that colour is foft and
brown. Brown women, on the other hand,
who have yellow cnough in their tints to
fupport the charaer of flefhinefs, may very
well have yellowith draperies, in order tQ
-bring down the yellow of their tints, and
make them look the frefher; and, near very
high-colour'd and lively carnations, linen does
wonders.

I~ grounds, two things are obfervable,
the tone, and the colour, The colour is to
be confidered in the fame manner as thofe
of draperies, with refpect to the head. The
tone muft be always different from the mafs
it fupports, and of which it is the ground
that Lﬁc objes coming upon it may nof
feem tranfparent, but fohd and raifed.” The
colour of the hair of the head ufually de-
termines the tone of the ground ; and, when
the former is a bright chefnut, we are often
embaraffed, unlefs helpd by means of a
curtain, or fome accident of the clgro-
obfcuro, fuppofed to be behind, or unlefs
the groupd isa fky

My , WE
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" 'W e muft further obferve, that where 3
ground is neither curtain nor 1ande1p, or
fuch-like, but is plain and like a wall, it ought
to be very much party-colourd, with al-
moft xmperceptlble patches or ftains; for,
befides its being fo in nature, the px&urc wa
. look the more grand.

3. Of Attitude, or Po/lure

ATTITUDES ought to fuit thc ages
and qualities of perfons, and their tempers,
In old men and womenthey thould be grave,

_majef’uck and fometimes bold : And gene-
rally in women, they ought to have a noble
fimplicity, and modeft - chearfulnefs ;- for -
modefty ought to be the charater of wo-
men ; a charm infinitely beyond coquetry !
and mdccd coquets themfelves care not to
be painted fuch. = '
" ArtTIiTUDES are of two kinds ; one in
motion, the other at reft. Thofe at reft

 mmay fult every perfon, but thofe in motion
are proper for "young people only, and are
hard to be exprefled ; becaufe a great part
of the hair and drapery muft be moved by
the air; motion, in painting, being never
better exprefled than by fuch agitations. The
attitudes at reft muft not appear fo much at
teft, "as to feém to reprefent an inactive per-
fon, and one who fits for no other purpofe

‘but to bea copy And though the ﬁgllire

that
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that is reprefented be at reft, yet the painter,
if he thinks fit, may giveit a flying drapery,
rovided the fcene or ground be not a cham-
ber, or clofe place.
It is above all things neceffary, that the

figures which are not employed, fhould ap-

pear to fatisfy the fpectator’s curiofity; and
for this purpofe fhew themfelves in {uch an
action as fuits their tempers and conditions,

as if they would inform him what they
really were : and as moft people pretend to
fincerity, honefty, and greatnefs of mind,

‘we muit avoid, in attitudes, all manner of,
affeGation; every thing there muft appear
eafy and natural and difcover. more or lefs
fpirit, noblenefs, and majefty, in proportion
to the perfon’s “character and dignity. In.
fhort, the portraits, in this fort of attitudes,

muft feem to fpeak to us of themfelves, and,

as it were, to fay tous — Stop, take notice
gf me : I am that invincible king, furrounded
with majeflty —— I am that waltant com-
mander who firuck terror every-where; or
whe, by my good condul?, bave had fuch glo-
rious fuccefs I am that great minifter,

“awho “knew all the [prings of politicks —~ T

am that magifirate of confummate wifdom and
probity — I am that man of letters who is
abforbed in the [ciences —= I am that wife
and fedate perfon, whom the love of philofophy
has raifed above defires and ambition —— ‘I

&m that pwu: lazrmd and wvigilant pre-

late
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late — I am that proteélor of the fine arts,
and lover of virtue — I am that famous
artifan, who was fo fingular in bis profeffon, -
&¢. And,in women, the language ought to
be —— I am the wife princefs, whofe grand
gir infpires refpect and confidence Tam
that bigh-fpirsted lady, whofe noble manners
command efteem, &c. — I am that virtuous,
courteous, and modeff lady, &c. — I am
that chearful lady, who. delight in finiles
and joy, &c. And fo of others. Ina word,
the attitudes are the language of portraits,
and the fkilful painter ought to give great
attention to them, )

Bur the beft attitudes, in my opinion,
are fuch as induce the fpeCator to think,
that the fitter took a favourable opportunity
of being feen to advantage, and without .
affeation. There is only one thing to be
obferved, with regard to womens portraits,
in whatever attitude they are placed; which
is, that they fway in fuch a manner, as to
give their face but little fhade ; and that we
carefully examine, whether the lady appears
moft beautiful, in a fmiling, or in a ferioys
air, and condu¢t ourfelves accordingly. Let
us now proceed to the next article.

4. Of Drefs.

- BY ‘the word drefs I underfland the
* drapery which cloathes a perfon painted, a&d
| o the
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the manner in which it is fitted. " Every
perfon muft be cloathed according to his
quality ; and, in painting, it is only the
drefs that can make a diftinction of perfons :
But, befides keeping to the rank and quality
of the perfon who is drawn, his drapery
mutft al{o be well chofen, and wcll caft,

VErY rich cloaths feldom become men,
and much lacing is beneath their gravity.-
Women ought to be adorned in a negligent
manner, but without departing from their
dignity and noblenefs ; and when men and
women infift on other management, the artift
muft feck his pleafure in imitating what they
swould have done.

Varierty of ftuffs gives 2 work the
chara&er of truth ; but imaginary draperies
deftroy it. At this time, moft portraits are
drapered in a very odd manner ; but whether
this is proper, we fhall here endeavour ta
examine.

. THE partifans for this new kind of dra- .
pery alledge, that the French modes being
very changeable, portraits become ridiculous
in five or fix years after they are drawa;

- whereas the dreffes, that are made after the

painter’s fancy, always ftand : that wo-
mens ‘habits have ridiculons fleeves, which
keep their armslocked up, ina manner that

is very ftiff, and meither favourable to nature
- nor painting ; and that the cuftom ‘which

tas prevailed, by little and listle, of -paint-
ot o, . - ing
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ing draperies in this manner, ought to be no
more followed in this partlcular than in any
other.

OTHERs, on thecontrary, maintain, that
modes are eflential to portraiture, and are not
only of fervice to the perfon Eamted -but
alfo monuments of the times: that portraits,
~as they are ;a part of hiftory, ought to be
faithful in every refpe&; which, ‘fay they,
is fo true, that we fhould, at this day, be
very forry to fee, 'in medals bas-reliefs, and
other antiquities, the Romans cloathed in
different habits from thofe they wore ; and
that it would appear ridiculous to fee “their

ortraits in a Greek drefs, as ours are often fo
gy being in a Roman ; at leaft we fhould be

led by this means intoan error, As to modes

growing ridiculous in fix years, they anfwer,
That we muft not impute it to the mode,
fince ’twas once thought handfome; but
rather to the underftanding, which is apt to
judge of things, not by their relation to the
time when they exifted, but by their agree-

ment with the prefent. They add, that
~ although this averfion to mode may be ex-
cufable in real drefs, ’tis, neverthelefs, in
painting, a weaknefs which the underftand-
- ing takes in at the eye; and that it ought

- rather to be an ufeful diverfion, and a pleafing.

~inftrution, to fee, that at fuch times people
wore broad bands 3 ; at others, ruffs, bonnets,
hangmg fleeves, caps, fhort hair, flathed

doublets
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doublets, fcallop’d point-bands, and the like;
which modes inform us of the times when
thofe perfons flourifh’d, as the perfons thew
us the times when thofe modes prevailed.
They alledge alfo the authority of antient
painters of repute; as T7tian, Raphael, Paol
Veronefe, Tintoret, the Carracchis, Van-
dyke, and, in fhort, all portraitifts before this
fhifting of modes came into ufe, which the
women have introduced - into France within
thefe twenty or thirty years.

Now to give fome decifion between thefe
two parties, the truth appears to me to be
this ; that ’tis'more difficult to give modith
habits fome agreeable air in painting, than
to cloathe portraits handfomely, when the
~ painter is left to his own liberty. 1 think
alfo, that modifh habits might fometimes be
proper for family portraits, and -fometimes
. the drapery of fome virtue, or attribute, or
Pagan divinity.

Of Praétice in Portraiture.

I CANNOT but think, that every man,
having a peculiar caft of mind, has alfo a
peculiar manner of purfuing his ends; and
that one may have the fame fuccefs, by
taking different ways : Itis alfo my opinion,
that every man ought in this refpect to fol-
low the bent of his own genius, and take
the road he finds the fhorteft, and moft con-

: - venient.
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venient. I {hall therefore fay nothing particular
- upon this fubje&; but only obferve in ge-
neral, that portraiture requires three different
fittings and operations ; f¢ wif, dead-colour-
ing, fecond-colouring, and retouching or
finithing. Before the painter dead-eolour,
he muft attentively confider what afpect will
"beft fuit the fitter, by putting him in dif-
ferent pofitions, if we have not any fettled
defign before us; and, when we have de-
termined this,. ’tis of the laft confequenceto-
~ put the parts well together, by comparing
always one part with another ;. for not only"
the portrait acquires a greater likenefs, when
well defigned, but ’tis troublefome to make
alterations  at the fecond fitting, when the
artift muft only think of painting; that is,
of difpofing and uniting his colours.
ExpErIENCE tells us, that the dead-
colouring ought to be clean, becaufe of the
flope and tranfparency of the colours, -efpe-
cially in the fhades; and when the parts are
well put together, and become clammy, they -
muft be judicioufly fweetened and melted
into each other, yet without taking away
the air of the piGure, -that the painter may .
have the  pleafure of finithing it, in propor-
tion as he draws. But if fiery genius’s do not
like this method of fcumbling, let them
only mark the parts flightly, and fo far as

is neceflary for giving an air. .

| In
4
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In dead-colouring, 'tis proper to put in
rather too little than too much hair about
the forchead; that, in finithing, we may
be at liberty to place it where we pleafe, and
to paint it with all poffible foftnefs and de-
licacy. If, on .the contrary, you fketch
upon the forehead a lock which may appear -
"to be of a good tafte, and becoming the
work, you may be puzzled ip finithing it,
and not find the life exaétly in the fame po-
fition as you would paint it. But this ob-
fervation is not meant for men of fkill, and
confummate experience, who have nature
in'their heads, and make her fubmit to theit
idegs.
e?HE bufinefs of the fecond fitting is, to
put the colours well in their places, and to
paint them in a manner that is fuitable to the

~ fitter, and to the effet we propofe: But
before they are made clammy, we ought to
examine afreth, whether'the parts are rightly |
placed, and here and there to give fome
‘touches towards likenefs, that, when we are
affured of it, the work may go on with .
. greater fatisfattion. If the painter under-
-ftands what he is about, and the portrait be
juftly defigned, ke ought, as much as pof-
fible, ‘to work quick ; the fitter will be bet-
ter-pleafed, and the work will by this means
‘have the more fpirit and life. But this
-readinefs is only the effect of long ftudy and
experience ; for we may well be allowed a
' . confiderable
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confiderable time to find out a road that
is eafy, and fuch as we muft often travel
in. .
Beror e we retouch or finifh, ’tis pro-
per to terminate the hair, that, on finithing
the carnations, we may be abler to judge of
"the effet of the whole head.

I 7, at the fecond fitting, we cannot do
all we intended, which often happens ; the
third makes up the lofs, and gives both fpirit,
phyfiognomy, and character.

Ir we would paint a portrait at once, we
muft load the colouring, but neither {fweeten,
nor drive, nor very much oil it; and, if we
dip the Kencil in .varnifh as the work ad-
vances, this will readily enable us to put
colour on colour, and to mix them without
driving. :
. Tue ufe and fight of good pictures give
greater light into things than words can ex-
prefs : What hits one artift’s underftanding
and temper, may be difagreeable to another’s g -
‘and almoft all painters have taken different
ways, though their principles were often the
fame. - : »

T 1 £ famous Fabac, a man well known
to all the lovers of the fine arts, and a friend
. of Vandyke, who thrice drew- his picture,
* told me, . that, as he once obferved to him,
“how little time he beftowed on his portraits,

Vandyke
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Vandyke anfwered +, That at firft be work'd
bard, and took great pains, to acquire a re-
putation, and alfo to get a_fwift hand, againft
the time be fbould work for bis kitchen. Van-
dyke’s caftom, as Fabac told me, was this¢
He appointed both the day and hour for the
perfon’s  fitting; and work’d not above
an hour on any portrait, either in rub-
bing in or finithing; fo that as foon as
his clock informed him, that the hour was
out, he rofe up, and made a ‘bow to the
Jfitter, to fignify, that he had-done enough
for that day, and then appointed another
hour fome other day; whereupon his fer-
vant came to clean his pencils, and
brought a frefh pallet, whilft he was re-
geiving another fitter, whofe day and hour
he had before appointed. By this method
he work’d on feveral pictures the fame day,
with extraordinary-expedition. .
~ ArTER having lightly dead-colourd the
face, he put the fitter into fome attitude
which he had before contrived ; and on grey
paper, with white and black crayorns, he
defigned, iha quarter of an hour, his thape
and drapery, which he difpofed in a grand
manner, and an exquifite tafte, After this

+ Fabac’s obfervation has, accbrdin’g to Englifb tia-
dition, been made to Vandyke by others ; and his anfwer
then was, That he at firft work'd for reputation, but now

" for bis kitchen. 1f both reports be true, Vandyke feems

te have had a very early vie& of his kitchen,
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he gave the drawing to the fkilful people he
had about him, to paint after the fitter’s
own cloaths, which, at Vandyke’s requeft,
were fent to him for that purpofe. When
his difciples had done what they could to
thefe drapcties, he lightly went over them
again ; and fo, in a little time, by his great
knowledge, difplayed the art and truth whi¢h
we at this day admire in them. As for
hands, he had in his houfe people of both
fexes, whom he paid, and who ferved as
models. '

- I MENT1ON . this condu® of Fandyke,
tather to gratify the reader’s curiofity, than
‘to excite his imitation; he may chufe as
much of it as he pleafes, and fuits his own
genius, and leave the reft. For my part, F
diflike no part of it, except that of fitting
enly one hour, ' which I think too little.

1 musT obferve by the way, that there
' nothing fo rare as fine hands, either in
defign or colouring. “Tis therefore convenient
to cultivate, if we can, a friendthip with
fome woman; who will take pleafure in
fetving for a copy : The way to win them

#, to praife their beauty exceedingly. But
if an opportunity ferves of copying hands
after Vandyke, it muft not be let flip ; for he
- drew them with a furprifing delicacy, and an
admirable colouring,

* "T1s of great fervice to copy after the
manners which come neareft to nature; a&l':;e :

: - ‘ _ ofe
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thofe of Titian and Vandyke. We muft, at
fuch times, believe them to be nature itfelf,
and, at fome diftance; confider them as
_fuch, and fay to ourfelves — What colous

and tint fball I ufe for fuch a part? And
then, coming near the pi¢ture, we ought to
examine, whether we are right, or not; and
- to make a fixed rule of what we have dif-
covered; and did not pra&tife before with-
out uncertainty. But to return to por-

- traiture :

I BELIEVE ’tis proper, before we begin
colouring, to catch the very firft moments,
which are commonly the moft agreeable,
and moft advantageous, and to keep them
in our memory for ufe, when we are finifh-
ing : For the fitter, growing tired with be-
ing long in the fame place, lofes thofe fpirits,
which, at his firfl fitting down, gave beauty
to the parts, and convey’d to the tint more
lively blood; and a frether colour. In fhort,
‘we muft join to truth a probable and advan-
tagéaus poffibility, which, far from abating
likenefs, ferves rather to fet it off. For
this end; we ought to begin with obferving
the ground of a tint, as wel what it is in
lights, as in fhades: For the fhades are only
beautiful as they are proportioned to the
light. We muft, I fay, obferve, if the tint
be very lively, whether it partake of yel--
lownefs, and where that yellownefs is placed ;
becaufe ufually, towards the end of the

N2 fitting,
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fitting, fatigue diffufes a general yellownefs,
which makes us forget what parts were of
this colour, and what were not, unlefs we
had taken due notice of it before. For this -
reafon; at the fecond fitting, the calours -
muft be every-where readily clappd in, and
fuch as appear at the firft fitting down ; for
thefe are always the fineft. .
Tue fureft way to judge of colours is by
comparifon; and to know a tint, nothing is
better than to compare it with linen placed
next it, or elfe placed next to the natural
obje&, if there is occafion. I fay this only
to thofe who have little pratifed nature.
THE portsait- being now fuppofed to be
as much finifh’d as you are able, nothing re-
mains, but, at fome reafonable diftance, to
view both the piGture and fitter together, in
order to determine with certainty, whether
the,rli is any thing ftill wanting to perfect the
work. : ,

Of political Conduét in Portrasture,

BUT it s not enough, that all thefe
precautions be taken, for making the por-
trait perfect ; others muft alfo be taken, for
making it thought fo. In France, let a
portrait be ever fo wonderful, if it has not
ftood the criticifm of the women, and had
their approbation, ’tis thought to be paltry,
and continues in obljvion ; for the complai~

ance
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fance that is fhewn them, makes the men
€cho back what they have determined. In
France, the ladies command and decide like
fovereigns,;; and ‘the trifles which are to
their tafte, are deftru&ive to the great man-
ners in painting. They would even pervert -
Titian and Vandyke, if they were ftill living,
‘and obliged to work for them. In order,
therefore, to avoid the vexation which fuch
inconfiderate judgments may occafion, ’tis
neceffary to ufe fome political condu& with
regard to perfons and times. '
THE artift muft never thew his work in
dead-colour to any but painters, who are his
friends, in order to have their opinion upon
it ; nor indeed is it proper to thew any
thing finith’d, unlefs it be fram'd and ver-
nifh'd. : L
Nor muft we, in the fitter’s prefence,
afk the opinion of people who are ftrangers
" to the art ; becaufe, fecing him in one view,
and the piGturein another, they will advife the
mending what they take to be amifs. It will be -
in vain for the artift to offer his reafons ; for,
as people feldom care to retra®, and by that
means to own, that they may be miftaken,
they will never be favourable. “Tis beft, there-
fore, not to give them any handle for de-
.cifion ; or, if they will offer their opinion,
of their own accord, let fome artifice be ..
- employed to elude a long, tirefome, and
ufelefs reafoning: Make them believe, for
. N3 - inftance,
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‘inftance, that the pi&ure is not quite finith'd;
~or tell them, they are partly in the right,
and that you are going to retouch it ; or an
thing of this kind, that may be able to filence
them immediately. You know what Va/fari
relates of Michael Angelo on the like occa-~
" fion. The Pope had been at Michael An-
- gelo'swork-fhop to fee a marble figure he had
carved for him; and, having no fkill himfelf,
he foftly afk’d his groom of the chamber,
How he lik’d it? He anfwer'd, That the

“nofe was too large.———Whereupon ths,
vPope, raifing his voice, faid, as of his
awn accord’ — The nofe is too large.

- Michael Angelo, who perceived what had
pafled, told the Pope, That his criticifm
was juft, and that he would go and mend the
Jault in bis prefence.  Accordingly, with his
mallet in one hand, and a chifel and fome
marble-duft in the other, he put himfelf
into a- working pofture before the ftatue ;
and, after having knocked upon hi chifel,
without touching the marble, and let the |
duft fall by degrees out of his hand, he
turned about, and faid to the Pope — Ad- -
¢ffo, fantiffimo Padre, che gliene pare? What
does your Holinefs 'tbinﬁ of it now? O/
Signor Michel Angelo, faid the Pope;, G
avete dato la vita, ©! now, my dear Sir,
you have made the figure alive. @ella
would afk nobody’s opinion ; but, as Phzy
fays, kept behind the ¢loth, and ﬁndt"ﬁg 3
0C=
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thoemaker’s criticifm, on the fandal-ftrap of
a figure, to be reafonable, he mended it;
which elated the poor mechanick fo much,
that he began to joke the artift for fomething
in the thigh, which was not to his liking:
This obliged Apelles to tell him fcornfully, -
That a foemaker’s fudgment fbould not exceed

-the fandai.. Thus, when thofe who pretend

to judge, fhall juftly find a faultin your work,

*tis wifdon to profit by it, without hearken-

ing to them'too much, er encouraging their

criticifm, becaufe -they will abufe your do-

cility ; and your praifing them for the good .
hints they may give, will provoke them to

offer bad ones,  But in this the painter muft
employ both art and good breeding, by
making proper diftin¢tions between the per-
fons who talk and give their opinion of his
- works.

2



~ OF
COLOURING.

FORMERLY publithed 4 Dilogue

on Colouring, where 1 endeavour'd to
fhew its value, and rank in painting :

But what I now write being handled by way

of principles, 1 thought colouring ought to
be treated in the fame manner; that this
part of painting, which is ‘fo neceffary to
all the reft, might join with them in making
one whole, and that the reader might the
- more eafily judge of it. '

THERE are {everal people, who, {peaking |

of painting, ufe the words colour and colour~
#ng, indifferently, to fignify the fame thing
and tho’ thefe two parts are diftinguifhable
enough, yet it may not be improper to ex-
plain what we mean by each of them. ’
"~ CoLour is what makes objects percep-
tible to fight : And,

CoLourING is one of the effential
parts of painting, by which the artift imi-
tates the appearance of colours in all natural
objecs, and gives to artificial objects the
colour that is moft proper to deceive the
fight, st ~ THrs
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Tui1s part includes the knowledge of
particular colours, their fympathies and anti-
pathies, their manner of working, and the
knowledge of the claro-ohfcuro. And as I
think this branch of art has been very little,
if at all, underftood by a great many of the
ableft painters of the two laft centuries, [
“think myfelf obliged to give here as true an
idea of it as I can, in order to fhew its merit.
- SoMeE alfo confound the fimple or capital
colour with the local, tho’ their difference
be great; for the fimple colour is that
which does not by itfelf reprefent objects ;'
as pure white, 7. e. without mixture; or
pure black, or pure yellow, or pure red,
_blue, green, or other colours, firft put on
the pallet, to make mixtures for a faithful
imitation of an object: whereas the local
colour, by its agreement with the place it
. poflefles, and by the affiftance of fome other
¢colour, reprefents a fingle object; as a car-
nation, linen, ftuff, or any objed, diftin&
from others. And it is called /Jocal, becaufe
the place it fills requires that particular co-
lour, in order to give the greater charatter
of truth to the feveral colours about ‘it.
But to proceed : ,

- THE painter ought to confider, that as
there are two forts of objecs, the natural,
or. that which is true ; and the artificial, or
that which is painted ; fo there are tweo

forts of colours, the natural and the arti-
o ficial,
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ficial. The natural colour is that which
makes all the objects in nature vifible to us ;
and the artificial is, a judicious mixture of
the fimple colours on the pallet,. in order to
imitate thofe of natural objets.

T g painter muft therefore have a per-
fe& knowledge of thefe two forts of co-.

. lours: Of the natural, in order to know

which of them he ought to imitate ; and
of the artificial, in order to compofe a tint.
proper for reprefentmg perfetly the natural
colour. He muft know, befides, that the.
natural colour is of three forts : 1. The true
colour of the obje®. 2. The refle®ed co-
lour. 3. The colour of the light. As to arti-
ficial colours, he ought alfo to know .their.
value, force, and {weetnefs, both feparately
and by comparifon, that he may either ex-
aggerate by fome colours, or attenuate by.
others, as his fubject requires.
_ For this purpofe it muft be confidered,
that a piture isa flat fuperficies; that, fome
time after the colours are laxd they lofe their
frethnefs ; and that the dnﬁance of the
px&ure takes from it much of its bnghtncfs
and vigour ; and therefore, that ’tis impof-
fible to make up thefe three deficiencies
without the artifice which colouring teaches,
and which is'its chief ebje.

A KNOWING painter ought not to-be a
-ﬂave to nature, but 'Y Judge, and Judxcnous_

- imitator




Of CoLourING 187

imitator of her. - Let a picture but have
its effect, and agreeably deceive the eye, and
tis all that can be expetted in this point;
but this can never be attained, if the painter
negle&s colouring. As it is certain, that
the whole cannot be perfet, if any part is

waanting ; and that he is not an able painter,

' who is ignorant of fome of the parts of
his art ; fo I would as much blame a painter
for neglecting colouring, as for ill defigning,
or ill difpofing his figures.

THERE is, however, no part of paint-

ing where nature is always proper to be
imitated, that is, fuch nature as offers it~
felf by chance. Though fhe is miftrefs of
arts, yet fhe feldom fhews us the beft
‘road ; fhe only hinders us frem goin

aftray. . The painter muft chufe her accord-
ing to the rales of art, and if he does not
find her to be fuch as he looks for, he muft
corre® what offers to him. As he who
defigns, does not imitate all he fees in a
defective copy, but changes the faults into
the juft proportions’: So the artift muft not
imitate all the colours which indifferently
prefent themfelves to the eye ; but chufe the
moft proper for his purpofe; adding others,
if he think fit, in order to fetch out the
effe® and beauty of .his work. His abjects
muft not énly be, each of them, fine, na-
tural, ‘and true, but there muft ‘be-alfo an
wnion of the whole together,  Sometimes he

muft
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muft leffen the vivacity of the life, at other
times he muft exaggerate or improve upon
* the brightnefs and force of the colours he
meets with, that he may thus exprefs, with
greater {piritand truth, the chara@er of his
obje&, withoutaltering it. ‘There are none
but great painters, and thofc are but few,
who have arrived at thisart; and thislearned
cxaggeration, or improvement, is fo far from °
weakening the truth of imitation, that it
gives more truth to what the artift imitates
after nature. '

Lzt me here apprife the reader, that
fpeaking in general of painting, defign, or
- colouring, I always fuppofe them to be in
their perfection.

TuosE who obje&t to colouring fay, that
we muft needs afcribe to defign'a correétnefs
of proportions, an elegance of out-lines,
. and a deljcacy of expreflion ; and that the
Roman {chool, which was Rgpbael’s, has al-
ways endeavoured principally after thefe three
points, ‘as the firftand moft perfe& intentions
of nature, and made little account of colour-
ing : wherefore the artift, fay they, ought to
look upon defign as his principal object ;
and upon colouring, as only acceflary.

. I ANsWER, that the original intentions
of nature are not lefs vifible in colquring,
than in defign; that indeed thefe three

qualities afcribed to defign, enhance its va-

lue ; but, on the other hand, that the artit
T o - muft
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muft have begun his ftudies with acquiring
them, and muft be {uppofed to be a perfect
mafter of them: and yet they alone do
not conftitute the painter ; they only begin
him, and wait for their perfeGion from co-
louring, with regard to the whole com-:
pofition. S '
© G op, in the creation of bodies, -has
furnithed his creatures with ample matter
for praifing him, and difcovering him to be
their author ; and, having ftamped vifible
colours on them, he has given room to
painters to imitate his omnipotency, and to ,
produce, as it were, out of nothing, a fecond
nature, which exifts only in gleir ideas,
In fa&, all things on earth would be in con-
fufion, and bodies only perceptible by touch,
if diverfity of colours did not diftinguith
. them. The painter therefore who is a per-
fe&t imitator of nature, and fuppofed to be
a good defigner, ought to make colouring
his chief obje&, fince he only confiders na-
ture as fhe is imitable ; and fhe is only
. imitable by him, as fhe is vifible ; and fhe
is only vifible, as fhe is caloured. Far this -,
reafon, we may confider colouring as the
difference in painting, and defign as its
Rind *: juft 'as reafon is the difference of
man ; becaufe it conftitutes his being, di-
ftinguithes him from other creatures, and

. * Alluding to the logical terms genus and differentia.
' |  fets
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fets him above them. For. fince the ideas of
things ought to ferve only for. bringing
them out of confufion, ’tis neceflary to con«
ceive them by fomething which each has in
rticular, and which cannet agree with any
thing elfe. If we confider the painter by
his invention, we rank him among the
ts ; if by perfpettive, (as fome fay) heis
x diﬁingu?ﬁlp:blfefrom tgm mathcmgician;
and if by the proportions and meafures of
ies, we confound him with the feulptor
and geometer. So, tho’ the perfectidea of
‘the painter depends on defign and colouring
jointly, yet he muft form a fpecial idea of
his art only by colouring, fince, by this
difference, which makes him a perfet imi-
tator of nature, we diftinguith "him from
fuch as have only defign for their object,
and whofe art cannot come up to this perfect
imitation which painting leads to; and we
can only be underftoed to mean a painter.
‘AmoNG the arts which have defign in
common with painting, we may reckon
fculpture, architeCture, and engraving ; -
which are- thus defined : ~
PAINTING 15 an art, which, on a flat
fuperficies, imitates all vifible ebjeéts : "Tis
of many kinds, and ufually divided into
Mosaick, Fresco, Distemeer, OIL;
CravoN, MINIATURE, and ENAMEL.
ScurLp T URE is an art, which, by means
- of defign and folid matter; imitates the
S palpable
4
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palpable obje@ts of nature.: 'Tis ufually

“divided into

WHOLE-RELIEF, and BAS-RELIEF.
ARCHITECTURE s an art, that by de-
fign, and fuitable proportions, imitates and

" ere@s all forts of edifices, °Tis ufually di-

vided into
CiviL and M1LiITARY.

ENGRAVING is an art,. that, by means

of defign, and incifion into an hard matter,
imitates the lights and fhades of vifible ob-
je&s : and is divided into ‘ .
Woop, ENcravING, ETchHing,
and BLACK MANNER.
THE * black manner, which is of late
invention, is fo called, becaufe inftead of

pre-

# This being, it feems, but a hte invention in
Prance, and our author very backward in doing juftice
o Engli/h produtions of that kind, we think ourfelves.
ebliged to give the reader a fmall sketch of what we call
mezzotinto. 'This invention is owing to prince Rupert,*
who, after King Charles I1.’s reftoration, made feveral
printein that manper. The Prince kid his grounds on
the plates with a chanell’d roler, as the Fremck do
theirs by clofe and crofs-hatching 5 perhaps, the onl?
difference between their method and ours. _ His fuccefs
ﬁfvc occafion to one Sherwin to make fome attempts in
the fame way ; but he hid his grounds with an half-
sound file, weighted with an heavy piece of lead. The
Prince, on fight of Sherwin’s prints, thinking his fer-
vants had divulged his feeret, fent for him ; who fati(-
fging his Highnefs to the contrary, by fhewing him his

le, the Prince thereupon gave him one of his rollers.’
ToSherwinfuscesded Jfaac Becket, and WilliathairbX:i

)
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preparing the plate, by polifhingit, a grouné
is laid upon jt of clofe engraving, croffing.
every way uniformly ; fo as, on taking a
proof, it fhall appear very ftrong, and in+
tirely black. '
“THE black graving therefore is that,
- where, inftead of a graver to form the ftrokes
and fhades, they ufe a burnifher, to fetch
. the objects out of darknefs, and give them,
by degrees, their proper lights.
T HE cutting of precious ftones the reader
may afcribe either to fculpture or engraving 3
yet people ufually fay, grave-flones; and’tis

And after them, were Van Somer, Lens, Smithy Williams

and Symons, old and young Faber, George White, &c.

Among thefe, Smith and White feem to be the moft’
excellent. ‘The former is ftill living ; and his colle&ion

of prints (mo(:}'{ after Sir Godfrey Kneller’s paintings)

perhaps the fineft in Europe 3 and his Duke Schomberg’s

Head, and The Holy Family, after a piclure of Carle

Maratti, are thought to be his beft performances.

White died middle-aged, a few years ago ; and though

his prints are but few, they are obferved to have a fine

paint-like expreffion, (for he was a painter, and beftowed”
much time on his plates) not to be found any-where

elfe. His beft print is, Fobn Bapti} Monoyer the
flower-painter’s head. ‘ )

N. B. Both Prince Rupert’s and Sherwin’s grounding
tools have been laid afide fome years ; and the
grounds are now laid with an hand-tool, fome-
what like a fhoemaker’s cutting-board-knife, the
edge whereof, having a fort of fine crenelling, raifes

- a thick imperceptible ftipping, or ground on the
plate ; and was the invention of one Edial, a
fmith by trade, who afterwards became a mezzo-
%into printers

Ver'y"'"
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very probable, that the workmen employed
in this were both fculptors and engravers. '

WiTHoUT my being at the trouble to
define all thefe divifions, 'tis eafy to abferve,
that defign, which is their Zind, that is,
common to them all, is detarmined by a
particular difference, which contitutes what
1s effential to each of thefe arts. -

THEend of the painter, and the fculptor,
is indeed imitation ; but they attain it by
different methods: The fculptor, by 3
folid matter, imitating the real quantities of
obje&s; and the painter with colours, thew-
ing the lag»pa.rent_ quantity and quality of all
things vifible ; fo that.he s notonly obliged
to pleafe, buteven deceive the cye, by what -
he reprefents, - o
. T o this ’tis ufually objected, that defign
is the foundation and fupport of colouring;

that tho’ celouring depends upon it, yet it .
.no-wife depends on colouring ; and therefore

the former is more neceflary, mare noble,
and more confiderable, than the latter, But
‘tis eafy to perceive, that this objetion does
not conclude any thing in favour-of defign

to the prejudice of colouring. On the con-
trary, we may infer from thence, that merg .
defign alone is not, as it is fuppofed to be,
the foundation of colopring, nor hasa priar

-exiftence to it, in any other fenfe but this,

that it muft receive its perfection, with rgo
) - gard
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gard to-painting, from colouting ; and there
is no doubt but the thing whieh receives;
muft have a prior exiftence to that which
is to ‘be received. - o E
~ T s the fame with all kinds of "matters,
which muft be difpofed before they can fes
‘ceive the perfeftion of fubftantial forms.
The human- body, for inftance, muft be -
intirely formed and organized, before it re-
ceive the foul : This was God’s method with
the ‘firft man: He took esrth, and, after
having given it the neceflary difpofitions, he
created the foul 5 'which he infufed inte it;
for ‘perfecting it into a man. This bady, a5
ko its exiftence, had no dependence on the
‘foul, becaufe it was prior to the foul ; and
yet no one will affirm, that the body is the
more noble-and more cofifiderable part of

_‘the man. Nature always rhakes her begin-

nings by means of things lefs perfett; andam,
in imitation of her, takes the fame method..
The painter firft rubs in his fubject by means
of defign, and afterwards finithes it by the

. ‘help of colouring ; which, by giving truth to

‘the objects defigned, gives them, at the fame
“time, all the perfection that painting is €a-
As for being more or lefs neceffary to make
-a whole ; parts that are eflential, ar¢ ¢qually
neceffary. As’he is not a man, who has not:a
“foul- joined to’ his body; o ‘that ‘is ‘net
v - ' - : painting,
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painting, where colouring is not joined to
defign.

Bur if we conﬁdcr defign by itfelf, and
as ’tis inftrumental in moft parts of art, we
might, for its utility, prize it more ‘than
colouring ; as we prefer a large diamond be-
fore a plant, tho' the meaneft plant be in
itfelf mare noble and valuable than all the
preciops ftones in the world,

A s every one purfues.his own profit, and
confiders things in this view, ’tis no wonder
if defign, coming more often into play, and

being confequently more profitable by “its

mathematical demonftrations, and alfo by the
very draughts themfelves, which, however
flight, let us into the thought of the wark
) propofed thould be more efteemed : But if
you fet colouring afide, therewill be nothmg
~ip defign but what may be performed -in

fculpturc which, if corpgare(fe with a piece
" of painting, muft needs be imperfedt, for

want of colourmg And this confideration,

fets. the painter above the feulptor, fince ob-
-~ jes fkilfully painted have a more perfe&t
refemblance to the true ones.

Y& T we cannot help allowing, that deﬁgn,
perfeé't as we fuppofe, and as we fee it in
. the anthue, has feveral marks of elevation ;
which have divided the curious 'in their
choice of pl&ures for cnrlchmg their cabinets,

,

In effect, according to the fubjects and figures . -

which the ancient fculptors had a mind. tQ
O 2 reprcfcnt

»
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reprefent, we difcover in their fculptures the
terrible, or the gracious, the fimple, or the
ideal of a great character, butalways fublime
and probable. On this account we are much:
in doubt, dbout the preference which eught
to be given to pictures ; whether we ought .
to prefer fuch as are better defigned than
coloured, or thofe which are better coloured
than defigned. But from what we have faid
of colouring with refpect to painting, it
appears that we muft not prefer the former,
it the defign in the latter be not too bad.
And the reafon is, that there is defign in
other things as well as in piGtures ; ’tis to be
found in good prints, flatues and bas-reliefs;
but fine colouring is only to be feen ina very
few pictures. -

WERE I to make a cabinet of picures, -
I thould fill it with all fuch as had any kind
of beauty ; but I fhould prefer Titian’s to
all others, for the reafons lgmve given ; and
indeed the price which his works bear among
the curious, fufficiently juftifies my opinion,
It muft be granted, that fome perfons value.

. defign, becaufe of the efteem the world has

for it in general, and of the great numbers
of people, who, for its utility, have got a
manual habit of it, and love it much: To
folve this difficulty, we muft inquire what is

underftood by the word defign.
In painting, this word has but two figni-
cations : Firft, it means the -thought of a
o : picture, -
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piGure, which the painter -puts either on

per or cloth, in order to judge .of what
he is contriving; and in this manner we
may defign, notonly a fketch, buta work
-well connected as to lights and fhades, or,
even a fmall picture well coloured. This .
was Rubens’s method in almoft all his defigns;
. and the moft part of Titien’s,” which are
almoft all done with the pen, have been
performed in the fame manner. Secondly,
we call defign, the juff meafures, proportions,
and outlines, fuppofed to be in vifible ob-
jecs, which, having no other exiftence than
in the extremities of thofe bodies, do actu-
ally refide in the mind: And if painters
have made them apparent, by circum{cribing
lines, and out of abfolute neceflity, it was
for the information of their pupils, and for
their own pradtice, in order to acquire with
eafe an extreme corretnefs. And yet it .
may be faid, that the ufe of thefe lines is
like that of a centre for an arch in archi-
teCture; where, after the ftone-work is fet,
the centre is ftruck :. In the fame manner,
after the painter has formed his figure, his
~ lines are of no further ufe, and muft- no
longer appear. * And it is in this fenfe, that
defign fhould be underftood to be one of the -
effential parts of painting ; but when we
give lights and fhades to outlines, we cap«
- not do it without white and black, two of
2 Yoo . ' 93. thc
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¥ the capital colours in painting, and whofe
management comes undet colouring: '

YeT I have met with feveral painters,
who would never allow, that defign contains
only the proportions and outlines of vifible

' obje&ts: They fay, that this part is one of
the forts of defign I have defined, viz. The
thought of a grand piGture before it is exe-
cuted ; whether that thought be only a
flight fketch, or be exprefied in clarc-obfeuro,
and by all the colours proper for the great
work, of which this defign is the fpecimen.

I BeL1EVE the beft an{wer’to this will
be to fay, that in fuch cafe defign would no
longer be a part of painting, but the whole of
it ; fince it would contain not only lights
and fhades, but alfo colouring, and even in- .
vention ; and then we muft be always think-
ing of new terms, and afk thefe gentlemen,
By what name they would call that part of
defign, which furnifhes the objeéts that com-
pofe an hiftory ? 'And what name mutt be
given to that other part of defign, which dif-
pofes the colours, lights, and fhades ? Hlence,
without further trouble, ’tis eafy to con- -
ceive, that ‘tis no matter how we cdll
things, provided we pnderftand and agree
upon their names. And as new terms would
be troublefome to the memory, I think ‘it

“better to retain’ the old. o

BuT let us not here pafs over in filence

the pre-eminencies of defign ; the chief of
. which
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- which are thefe ; viz. Firf#, It alone, with-
out colouring, produces many ufeful things;
for which reafon, a great many people are
content to have fome fkill in detign, withcnt
troubling themfelves about colouring.  Se-
condly, It gives a tafte for the knowledge of
arts, and enables us to make fome judgment
of them; and, for this reafon, defigning is’
look’d upon as a neceflary part of young
gentlemens education, who have commonly
their mafters for drawing, as well as for

 writing. Laftly, As this part comprehends

'many other particularthings, as the know-
ledge .of the mufcles, perfpective, pofition

of the attitudes, and the expreffion of the
paflions of the foul, it might therefore be

confidered rather as an intire whole, than as

a feparate part. ' o

It cannot indeed be denied; that thefe
pre-eminencies in defign are real and ex-
tremely ufeful: But then we here confider
defign only as it relates to painting ; and, in
this light, all its parts require colouring, in

- order to make a perfet picture. = For this

reafon, we here confider defign, with all

the parts it comprehends, not as a diftinG

part itfelf, nor yet as an intire whole, but

- only - as the foundatien and beginning of
painting. ~ 'C C

- WE have before faid, that the claro-ob-

JSeuro, which is nothing but the knowledge

of lights and fhades,” was comprifed in co~ ¢
T e O4 "  louring:
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louring : yet there are feveral paintets who
will not allow it. ‘They alledge, that the
only reafon, which is affigned for it, is, that,
in nature, light and the claro-obfcuro are
infeparable ; and add, that the fame may be
faid of defign, becaufe, without light, the
eye cannot perceive fior koW in natute the
‘dutlines and proportions of figures. . |

T o this we may anfwer, that, in this
cafe, the hands might do the office of the
eyes ; and, after feeling a folid body, might
determine, whether it were round or fquare,
or what its form was : Whence it foﬂows,
that, without light, the outlines and pro-
portions of figures may be known.

Be1Ng upon this fubjeit, I cannot for-
bear telating a late ftory of a blind fculptoe,
who made portraits in wax, and very like,
He lived in the laft century, and the ftory
was told me by a’'man of probity, who was
~acquainted with him in Iz2ly, and was wit-
nefs to what I am going to relate.

THE blind man, this perfon told me, .
was of Cambaff, in Tufcany; he was well
made, and fomething more than fifty years
of age, had a great deal of wit and good
fenfe, and delighted in talking and telling
things agreeably. Oneday, meeting him in
the palace of Fuffiniani, where he had been .
copying a ftatue of Minerva, I took occafion
to atk him, Whether he did not fee a little,
becaufe he copied fo juftly ? I can’t jee lar
e A o Tl
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all, fayshe s my eyes are at my fingers ends.
But then, faid I — How 1s 4. bpoﬁble thats -
blind as you are, you can do fuch fine things : 2
He replied —1 feel my original ; I examine
the dimenfions, and the rifings ami cavities ;
thefe I endeavour to keep in my memory ;5 then
I feel my wax, and comparing one with the
other, by moving my band backwards and
forwards Several times, I ﬁmﬂ: my work in
" the beft manner I can.

. I'n fhort, he did not appear to havc any
fight ; fince the Duke of Bracciano, to prove
hlm obliged him to make’ his head in a
dark cellar, and it was found to be

ry like. But, though this piece was ad-
mired by all who faw i it, they failed not to
objeét to the fculptor, that the Duke’s beard
was a great help towards likenefs; and that
he could not have hit it fo eaﬁl), had the
Duke been beardlefs.. Wil then, fays the
blind man, give me another. thrcupon
they propofcd to him to make the head of one
of the Duchefs’s maids; .he accordingly under-
took it, and made it very like. I have alfo
feew 2 bufto of Charles I. King of Englend,
‘and one of Pope Urdan VIII. of this man's
~ doing, both af{‘:r the marble, finely finith’d, -~

and very like. The greateft trouble he found
as he confefs’d, was in making hair ; becaufe
of its phablcnefs to the fingers.

BuT, without going farther, we have at

Parzs a bufto, by this hand, of the late ex-
cellent
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cellent Monfieur He/fJelin, mafter of the trea-
fury-chambers, who was fo well pleafed
-with it, and thought the work fo wonderful,

that he defired the author of it to fit for his

picture, that he might takeit into France as
a memorial of him., My curiofity induced me

to fee this picture ; and, after having viewed

the face, I perceived that the painter had
fet.an eye on the tip of each of his fingers, to

fhew, that thofe he had elfewhere were ufe-- .

lefs to him. I have the more willingly re-
lated this ftory, as I thought it worthy. of
the reader’s curiofity, and very proper to de-
monftrate the propofition before us,- fo wit,
That the knowledge of, the claro-obfcuro is

comprehended in colouring.
IT is certain, that no one can fail, even
in great darknefs, to. perceive the contours
of 2 man or ftatue,and to judge of the rifings
and cavities, by feeling about ; whereas it is
impoffible to fee any ' colour, or to make
any judgment of it, without the help of
light. : - _
l,gW.E perceive, by the ftory of this blind
man, that his art, which lay all in defiga,
afforded him an opportunity to gratify his
knowledge, and alfo, fome confolation. for
the lofs of fo precious a fenfe as light ; and
that if he had been a painter, he wauld have
been deprived of this confolation ; for co-
Jour and light are the objeéts only of 'ﬁgi;t ;
N ' ut
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- fympathize : The earthy, on the other-hand,
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but defign, as I have obferved, is alfo the
object of feeling. : '

I Mica T alfo mention a more recent ex-
ample of blindnefs, in the late Sieur Burer,
one of the ableft {culptors of the Academy,
who, according to the teftimony of perfons

-of credit, loft his fight, by the'fmall-pox, at

twenty-five years of age ; ‘which, however,
left him the pleafuré and confolation of di-

~verting himf{elf by working like the blind
man of Camba/f. o

It is in this place we ought to treat of

‘the claro-obfture, as an eflential part of co-

louring ; but as the treatife on this fubje is

“of {fome length, we fhall fet it after the pre-

fent difcourfe on colouring, and refer the

" reader to it; the rather, that he may have

a more diftin& idea of the knowledge of
lights and fhades. o

THe agreement and oppofition of colours
are -as neceflary as union and the cromatick

‘in mufick. This agreement and oppofition

proceeds from two caufes; fo wif, from

“their apparent and original qualities, and

from their mixtures. Their apparent qua-
lities proceed from their participation with

- the air and earth. The aereal colours pre-

ferve a lightnefs, which makes them look
lovely ; as white, fine yellow, blue, lake,

~green, and fuch-like, ‘of which may be

‘made an infinity of colours that will always.

have .
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have a heavinefs, which, by mixture, de-
ftroys the fweetnefs and lightnefs of the
aereal, ' '

. 'T1s difficult to affign the true phyfical
reafon, why a colour is aereal or terreftrial ;
yet we may conclude, that luminous colours
are f{weet, and airy, and perfe@ly agree;
when mixed together, It is certain, how-
ever, that fome beautiful, fweet, and lu-
minous colours, inftead of agreeing, deftroy
each other, in the mixture ; as fine ultra-
marine mixed with white, or fine yellow; or
fine vermilion. And though thefe colours,
fet fingle one by another, have great bright-

" nefs, yet, when mixed, they make an'

earthy colour, asugly as poflible,
WHENCE we may infer, that one of the
beft ways to prove the fympathy or anti-
pathy of any two colours fet together is, to
raife a third out of their mixture ; for, if
this third colour thews by its foulnefs, that

- the two conftituent colours are deftroy’d, we

AN

may conclude, that thefe two colours have

- an antipathy to each other: If, on the con-

trary, that mixture makes a mellow, fweet,
and agreeable tint, which refembles their

original quality, ’tis an infallible proof of

their harmony.

THue bodies of colours are alfo another
principle, by which we may judge of
their .agreement or repugnancy ; for fome
bave fo much body, that they cannot bear

‘any
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any other colour without taking away almoft -
intirely its natural qualities, as red oker, um-
ber, indigo, and others, proportionably. - .

Burt even if neither art nor reafon re-
quired harmony of colours, yet nature herfelf
fhews it to us, and obliges even thofe to
imitate it, who copy her. but fervilely ; for;.
whether we confider the light as dire& in
open day, or refleted in the fhades, it can-
not communicate itfelf without communi-
cating alfo its colour,  which is fometimes of
one kind, fometimes of another. We have:

" an experiment of this in thelight of the fun,

which, at noon, is very different in .quality - .
from what it is in the evening or morning ; -

- "and the moon has alfo-a particular colour, as

well as the light of a fire, or of a flam-

BEFORE we quit this article of the har-
mony of colours, it muft be obferved, that”
glazing is a mighty help to the fweetnefs of
colours, fo nece g)r exprefling truth.,

- Few people underftand it, becaufe this know-

ledge is generally the effe® of long expe-
rience, accompanied with good judgment.
Happy is the man, who, when he views
the works of great mafters, can penetrate
into the fecrets of their art in this par-
ticular ! T ,

THE lovers of  painting, who are not
artifts, muft alfo be informed, that glazing
is made by colours tranfparent and dia-

. ‘ phanous,
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phanous, as having. but little body, which -
are thinly fcumbled, with a fitch-pencil,
- over colours that are more ftaring, in order.
to bring them down, and {weeten' them
into an'harmony with thafe about them,

‘Havine now fpoke of the .union of
oolours, we muft, in thenext place, add a
word or two of their oppoﬁtmn. Colaurs
are oppofite, either through their natural
qualities,- when pure and. fimple, ar..clfe in
., light and fhade, when thoy make-a part .of

the claraoaé/'caro X

Twis oppofition. in quahsy is called an-
tipathy'; it appears: among fuch -colours as
predominate, - and deftroy by mixture, as
ultramarine and vegmilion § and the con-
trariety-in the . claro-ebfearo is nothing but a
fimple oppofition of light with fhade, with-
out any deftrudion :'For tho’ nothing; feems
more oppofite than. whlte and: black, . for exe-
ample ; the one reprefenting hght, and, the-
other the privation of light ; yet, beiag
mixed, they maintain a kind of friendthip
which cannot: be deftroyed ; they make.a
fweet grey, -that partakes of both. colouts 5
and what fhall appear black by:the o
fition of pure white, will feem whnc W
fet next to an intenfe black.

TrE fame way of reafoning holds good.
as to all other colours,. where mare or lefs
light alters nothing of their qualities.

Ir‘
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It is certain, that this union and oppo -

fition are evident ‘it fome colours; but the
difficulty of giving a reafon for it obliges me
to refer the painter to his own experience,
and to the folid reéfle®tions which he may
inake in the fineft picces of this kind, which
ngf few ; for in near three

hundred years, that painting has been revived,
we cah hardly reckon fix good colourifts ;

whereas we may count at leaft thirty

defignets. . The teafon is, that defign has its
rules founded on 'thie proportions, on ana-
tomy, and a continual experience of the
fame thing ; whereas colouring has-not any

rules that are yet well known ; and ‘the:ex-

periments that are made, as they differ every
day, becaufe of the different fubjects that
are handled, have not been able to give any
fixed rules on this head : For which - reafon
I am perfuaded, that Titian gained more
help from his long and ftudious experience,
joined to the great folidity of his judgment,

- .than from any demonftrative rule he had
fixed in his mind. ‘But I cannot fay the

fame of Rubens, who muft always yield to
Titian as to-the local colours; the’, as to

" the principles of harmony, he had difcovered
‘fuch folid ones, that he was fure of pro-
-ducing a good effe®, and a good whole.

'I'r my remark on Titian and Rubens be

‘juft, thofe who defire to be good colourifts .
‘cannot take a better-methed than to fludy

the
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the works of thofe two great mafters, as

publick books of inftrucion. It will be
proper carefully to examine their works by -

copying them for fome time, the better to
apprehend them, and to make all the re-
marks that appear neceflary for eftablithing
principles. But it muft be granted, that all
forts of men are not capable of underftand-
ing books, fo as to profit by them ; for, in
* order to this end, the mind muft be fo turned,
as to remark nothing but what is remark-
able, and to penetrate the very caufes of the
effets which are admired in fine pro-
ductions. )

SoME painters have copied T7¢/an’s works
for a long time, examined them with care,
and, on the whole, made all the reflections

“they could upon them, and yet have mifs'd
the mark for wantof attending to the pro-
- per objets. For this reafon their copies,

tho’ very much laboured, and, as they.

thought, extremely exact, have fallen very
far fhort of the management in the originals,
Others, of more {kill, and deeper reflettion,
have procured copies of: thefe pitures, to
leafure themfelves with looking at them,
and alfo to profit by them. This is very
commendable ; but if they would themf{elves
copy them, or at leaft the fineft parts of
them, they would underftand them more
thoroughly, and profit much better, than by
bare looking. The truth is, thefe originals,
o - a and

B A T ”
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- and all fuch others as are finely lighted and
coloured, are fcarce, and it is difficult to
borrow them for any time ; yet love is in-
genious, and finds no difficulty infuperable.
In fhort, would we gain the good graces of
painting, the fafeft way is to labour hard,
and make the neceffary reflections; and then
we fhall infallibly gain knowledge and faci--
lity : If, for this purpofe, we can't procure
good originals, fine' copies muft ferve ;
where we may chufe their beft parts only,
if we think fit. 'We fhould alfo often vifit
. the cabinets of particular perfons, and thofe
of the King, and of the Duke of Orleans,
as often as poffible.

T u e Luxemburg gallery is one of Rubens’s
fineft performances : And Rubens has, more
than all other painters, made the way to
colouring eafy and clear., The work I

* -~ mention is the helping hand, which may

fave the artift from the fhipwreck to which -
he may have innocently expofed himfelf.
I uavE always valued this work of .
Rubens, as one of the fineft performances
in Europe, if, in feveral parts, we fet afide
the tafte of its defign, wfxich is not the fub-
je&t at prefent before us.. I am fenfible, that
many differ from my opinion of this great
-man’s works, and that of a very confiderable
number of painters, and curious men, who
have with all ' their might oppofed my opi-
nion, when I brought to light, if I may fo
: P fay, -
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fay, the merit of this great man, who be-
fore was confidered as a painter but little

above the common level : of thefe people,”
I fay,” fome yet remain, who without diftin-

guithing the different parts of painting,
efpecially colouring, of which we are now
fpeaking, value nothing but the Roman man-
ner, the tafte of Pouffin, and the {chool of
the Carracchis.

THEY obje®, among other things, that
Rubens’s works appear to have little truth,
on a near examination ; that the colours and
lights are loaded; and that, in the main, they

are but a.daubing, and very different from -

what we commonly obferve in natue.

It is true, they are but a daubing ; but -

it were to be wifhed, that the piGures that
are now painted, were all daubed in the fame
manner. Painting, in general, is but daub-
ing ; its eflence lies in deceiving, and the
greateft deceiver is the beft painter. Nature
in herfelf is unfeemly, and he who copies
her fervilely, and without artifice, will al-
ways produce fomething poor, and of 2
shean tafte. 'What is called Joad, in colours
and lights, can enly tiroceed from a pro-
found knowledge in the values of colours,
and from an -admirable induftry, which
makes the painted objects appear mare true,
if I may fay fo, than the rea{,c:nes. ~ In this
fenfe it may be afferted, that, in Rabens’s

" pieces, art is above nature, and nature only.
o " a copy
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_ . & copy of that great mafter’s works. And

of what import is it, after all, if things,
on examination, be not perfectly juft? If
they appear fo, they an{wer the end of
painting, which is not fo much to convince
the underftanding, as to deceive the eye.
TH1s artifice will always appear wonder-
ful in great works-; for when the piture is
diftanced according to its bignefs, it is this
artifice which fupports the gmra&er,- both
of the particular objedts, and of the whole
together ; but without it the work, in pro-
portion as we remove from-it, will appear
to.remove from truth, and look as infipid as
an ordinary Igjinting. "Tis in fuch great
bens 1s obferved to have fo
happily fucceeded in this learned and appa-
rent load, by thofe efpecially who are ca-
pable of giving attention, and of examining -

-1t ; for, to others, nothing can be a greater

myltery. o _
Or all the fcholars of this excellent man,
Vandyke was he who.profited moft by his
mafter’s inftru@ions; and in fpeaking of
Rubens, one muft needs pay a particular re-
gard to this illuftrious difciple, fince, if he
'had not fo much genius as his mafter for
grand compofitions, he furpafled him in
certain finefles of the art ; and ’tis evident,
that, in general, his portraits have a delicacy.

and freedom of penciling beyond any thing
elfe in that way. . - o
. P2 " HavinNe
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Having now faithfully given my
thoughts on colouring, and its dependencies,
’tis neceffary to anfwer thofe perfons who
think, that it is impoffible to be mafter of
defign and colouring at the fame time :
Their ftrongeft reafon is, that in addiGing
ourfelves ta colouring, we negle& defign,
the charms of the one making us forget the -
neceflity of the other. -
T o this it is eafy to anfwer, that if it be
fo, we muft not impute it to colouring, but
to the mind, as being too narrow to attend
to two things at once. But it is not fuch
narrow capacities that painting takes up with,
Her only favourites. are fuch minds as can
embrace many objects, or are fo well turned,
and conduct themfelves in fuch a manner,
that they never apply but to fuch things as
by degrees muft increafe their knowledge :
Their-new ftudies do not make them forget
the old; on the contrary, the former
ftrengthen the  latter; they ufe all their
efforts to poflefs every ftudy, as the neceflary
means to arrive at their end. This was
- Raphael's charalter : The order and perfpi-
cuity with which he conceived things, never
“let him forget any thing ; he daily improved
in knowledge, and ftrengthened his new
difcoveries by fuch as he had formerly
made. ,
- Ar1ER the knowledge of colours, we
are led to treat of their ufe, management&
an

~
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and operation ; three points, in the ufe of
which the painter’s greateft fatisfaction
confifts. ‘

SENECA, fpeaking of the agreeablenefs
of painting, fays, That it yields more plea-
Jure in the execution, than when ’tis finifbed.
I am intirely of the fame femtiment; be-
caufe, in the courfe of thework, we handle
the principles and fecrets of the art to our
own liking ; we comimand them, as it were,
and every one makes them obey according to
his capacity and genius ; whereas, when the
work is finithed, it commands the painter,

- and obliges him to be fatisfied with it, be
the performance what it will.

HEeRrE follow fome maxims concerning

the ufe of colours.
- PrLinNvy fays, That the antients painted
with four colours only, and out of them made
all their tints. But it is probable they
were only for grounds, to prepare them for
receiving fuch other colours as gave the work
its frefhnefs, vigour, and {pirit,

WE muft learn to view pature to ad-
vantage, in order to reprefent her well.
There are two manners of colouring her,
one depending on the habit which young
beginners form to themfelves, and the other

- comprehending the true knowledge of co-
- lours, and their values when they come toge-"
ther, and the proper temperament of their
- P 3 mix-

1
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mixturés, for imitating the various colours
in nature. : ‘

THE memory of man is often limited
to a fewideas, which he is therefore obliged
to repeat. The way for the artift to avoid
a tirefome repetition, is, to have recourfe
to that inexhauftible fountain, nature itfelf:
Nay, it is proper to anticipate his occafions
in ‘this refpe@, by painting, after extraordi-
nary natural objects, his various ftudies in all
the branches of the art, and painting them .
on oiled paper, that they may be of ufe to
him when he wants them.

TuE harmony of nature, in her colours,
arifes from objects participating of one an-
other by reflexion; for there is no light
which does not ftrike fome body, nor is
there any enlightened body which does not
reflet its light and colour at the fame time,
in proportion to the force of the light, and
according to the variety of the colour. This
participation of reflexion in light and co-

" lour contftitutes that union of nature, and
that harmony, which the painter ought to
imitate. Hence it follows, that white and
black are feldom good in reflexions. .
. VaRrIETY of tints, very near of the fame
tone, employ’d in the fame figure, and often
upon the fame part, with m_o§e‘ration, contri=
bute much to harmony. ' |
- THE turn of the parts, and the outlines,
‘which infenfibly mett into their grounds,
o o ’ and
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- and artfully difappear, bind the objeé&s, and
keep them in union ; efpecially as they
feem to conduct the eye beyond what it fees,
and perfuade it, that it fees what it really
" does not fee; I mean, a continuity which
their extremities conceal.

ANy loading or overcharge in colouring,

whether to cover a ground, or give diftance to
work, or make good the injuries of time, -
ought to be fo difcretely managed as not to
deftroy the character of an objeét.
- WE muft avoid, as much as poffible, the
repetition of the fame colour in a piGure ;
but ’tis commendable to approach it by the
principles of wnion and elegance. A fine
inftance of this we fee in the marriage of
Cana, by Paul Veronefe, where feveral whites
and yellows meet harmonioufly.

THE eye grows tired with viewing the
fame objes ; it loves a well imagined va-
riety ; repetition is furfeiting in all things.

IN painting, as in any thing elfe, things
become valuable only by comparifon; pratice
and experience make us learned in this point, -

CoLours, which, either by mixture -
lofe ftrength, or become.harmonious with
others, are called broken colours. Their
{orts are infinite, and Pau/ Veronefe, for his
happy fuccefs in this, may be a good -copy.
In order to fucceed in it, he affefted to
-make choiceof light colours, which'‘he made

“more apparent by {till lighter grounds, His
o ~ P4y tafte
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tafte was chiefly for wrought ftuffs, of 2
fweet colour; thefe he purchafcd at great
expence, to paint after.

*T'ts wonderful that before, and evenin

Raphael’s time, painters were fo jealous of
their outlines, that they took no care to melt
them into their grounds. It is really pro-
bable, that they were not acquainted with
¢ the paﬁhgcs of antient authors, in praife of
melting one obje& into another ; ;_for they
only obferved regularity and prccxfcncfs in
their outlines.

So true it is, that there are times and
countries where people blindly follow the
prevailing practice, and where the {kilful
draw in their pupils to their own habits, and
~ are looked upon by them as infallible. Hence
it appears, that it is a great happinefs for
thofe who defign to be painters, to fall into
the hands of able mafters. But what com-

monly "happens is this:
~ AF TER the ftudent has made a fuﬁicxent
progrefs in defign, and refolved to follow
inting, he puts himfelf under a mafter,
whofe fentiments he follows, and whofe
works he copies. - By this means his eyes
and underftanding are fo accuftomed to thefe
works, that for all the reft of his life he fees

n'at,urc coloured in his mafter’s manner ; and -

yet, which is very extraordinary, fuppofc
both mafter and pupil to fee nature very ill,
, I mean of a contrary colour, to what fhe
) rcally
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really has, and fhew them any pictures of
Titian, or other good colourifts, they will
neverthelefs admire thofe piGures, but ftill
retain the tints and calouring they have been
always ufedto; fo preyalent is habit, and fo.
hard to quit.

WhaTt can we conclude from hence, but
cither that habit has debauched the painter’s
eye, or he has been negligent in correcting
it? A thorough change is certainly very rare;
for habit having made an alteration in the -

~organs, ’tis hard to quit a manner we have
been always ufed to, and find eafy in practice,
for one which will coft much trouble. Let
the pupil examine himfelf on this point,
and without lofing courage ; and, after having
difcovered the right way, let him ufe all
endeavours to follow it.

ArtER what I have faid on the pra&ice
of painting, Imuft own, thatI'have pafled
many things over in filence which relate to
this fubject ; but as what I have here com-
municated, I only learned by examining,"
with great attention, the works of the great
painters, efpecially thofe of T7tian and Rubens,
and as the ftudent himfelf muft draw from
the fame fource, I therefore refer him
thither : To Rubens, in the firft place, be-
caufe his principles are more apparent, and
eafy to the apprehenfion ; and then to
Titian, who {I;cms to have polithed his
' pi¢tures,
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pi¢ures, I mean, to have made truth and

exactnefs more apparent in his local colours,

" at a reafonable diftance ; but yielding to
Rubens for grand compofitions, and the art
of thewing, ata greater diftance, the har-
mony of his whole together.

OF




[ 219 ]

 OF THE |
' CLARO-OBSCURO.
I‘H E knawledge of lights and fhades,

which painting requires, is one of the
moft important and moft eflential branches
of the art. - We only fee by means of light,
and light draws anc{ artracts the eye with
more or lefs ftrength, as it ftrikes the ob-
je@s of nature ; for this reafon the painter,
who is the imitator of thefe objects, ought
to knew and chufe the advantagequs effects
of light, that he may not lofe the pains he
may" have taken in other things, to be an
able artift.
" THuis part of painting includes two things,
the incidence of particular lights and fhades,
and the knowledge of general lights and
fthades, which we ufually call #be claro-
obfturo. And tho’, according to the force of
the words, thefe two things {feem to be the
fame, yet they are very different, becaufe
of the ideas we are ufed to entertain of
them. ‘ L ,
" 'THE incidence of light confifts in know.
 ing the thadow which a body, placed on a
: certain
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certain plane, and expofed to a given light,
ought to make upon that plane; a know-
ledge eafily attained from the books of |
peripective. By the incidence of lights we
therefore underftand the lights and fhades
proper to particular obje@s. And by the
word claro-obfturo is meant the art of
advantageoufly diftributing the lights and
fhades which ought to appear in a picture,
as well for the repofe and fatisfaction of the.
eye, as for the effect of the whole together,
THE incidence of light is demonftrated
by the lines which are fuppofed to be drawn’
- from the fource of that light to the body
enlightened ; and this the painter muft
firitly obferve ; whereas the claro-obfcuro
depends abfolutely on the painter’s imagina-
tion, who, as he invents the objects, may
difpofe them to receive fuch lights and
fhades as he propofes in his picture, and in-
troduce fuch accidents and colours as are
moft for his advantage. In fhort, as parti-
cular lights and fhades are comprifed in ge-
. neral ones, we much confider thé c/aro-
obfcuro as one whole, and the incidence of
particular light as a part which the claro-
obfcuro prefuppofes. '
‘Burt in order to underftand thoroughly
the meaning of this word, we muft know,
that claro implies not only any thing ex-
fed to a direct light, but alfo all fuch co-
f:urs as are luminous in their natures; and
‘ - ebfeuro,
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obfcuro, not only all the fhadows direétly
caufed by the incidence and privation of
light, but likewife gll the colours which are
naturally brown, fuch as, even when-they
are expofed to light, maintain an obfcurity,
4nd are capable of grouping with the fhades
of other obje@s: Of this kind, for inftance, -
are deep velvets, brown ftuffs, ablack horfe,
polifhed armour, and the like, which preferve,
their natural or apparent obfcurity in any
light whatever.
It muft be further obferved,. that the
claro-obfeuro, which contains and fup-
fes the incidence of lights and fhades, as
the whole includes a part, refpects that part
in a particular manner; for the incidence
of light and fhade tends only to point out
precifely the parts enlightened and fhaded ;
but the claro-obfcuro adds to this precifenefs
the art of giving objects more relief, truth,
and apparency ; as I have elfewhere des
monftrated.
. BuTt more plainly to difcover the difference
between the c/aro-0bfcuro, and the incidence ~
of light; the former is the art of diftri-
buting advantageoufly the lights and fhades;
both in particular objects, and generally
throughout the piture’; but it more par-
ticularly implies the great lights, and
great {hades, which are colle®ed with an
. induftry that conceals the artifice. And in
this fenfe, the painter ufes it for fetting
" objects

~
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objets in a fine light, and repofing the¢
fight, from diftance to diftance, by an artful
diftribution of objects, colours, and accidentss
and thefe are the three ways which lead to the
claro-obfcuro, aswefhall furtherilluftrate,

1. The Difiribution of Objeéts.

THE diftribution of obje@s forms the
- mafles of the claro-obfcure, when, by an
induftrious management,we fo difpofe them,
that all their lights be together on one fide,
and their darknefs.on the other, and that this
collection of lights and fhades hinder the eye
from wandering. Titian called it the bunch of
grapes, becaufe the grape, being feparated,
~ would have each its light and fhade equally,
and thus dividing the fight into many rays,
would caufe confufion ; but when colleGted
into one bunch, and becoming thus but one
mafs of light, and one of fhade, the eye
embraces them as a fingle obje®. This in-
ftance muft not be underftood literally,
- either as to the order, or the form, of a
bunch of grapes ;: but only, as :an obvious
comparifon, tofhew a conjuncion of lights,
~and alfoof fhades.

5. The Bodies of Colours,

‘T HE diftribution” of colours contributes .

to the mafies of lights, and to thofe of
_ , fhades,
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fhades, whilft diret light is of no other
affiftance in this refpe, than as it makes the
objecs vifible. This depends on the painter’s
management, who is at liberty to introducea -
figure cloathed in brown, which fhall remain
dark, notwithftanding any light it may be
ftruck with; and the effe& will be the
greater, as the artifice will not appear. The
fame management and effet may be under~
ftood of all other colours, according to the
degree of their tones, and the painter’s oce:
cafion for them.,

3. Accidents.

THE diftribution of accidents may be of
fervice in the effe¢t of the clare-obfeurs,’
whether in light or in fhade. Some lights
and thades are accidental: Accidental light
is what is but acceflfory to a piture, or
proceeds from fome accident, ds the light
of awindow or flambeau, or other luminous
caufe, which is neverthelefs inferior to the
original light. Accidental fhades are, for
example, thofe of the clouds i a landfkip,
or of fome other body fuppofed to be out
of the picture, and giving advantageous
fhades. But in the cafe of thef¢ flying
fhadows, we muft take care, that the fup-
peofed caufe of them be probable.

- ThesE feem to me to be the three ways

of pradtifing the claro-ebfcuros but ai:l I

ave
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* have faid will be to little purpofe; unlefs I
make the ftudent fenfible of the neceflity of
the claro-obfturo, both in the theory and
practice of painting.

Bu T of the many reafons for this necef- -

fity, I fhall chufe to mention four, which
feem to me to be the moft important.

THE firft is taken from the neceflity of

making a choice in painting.

THE fecond proceeds from the nature of

the claro-obfcuro. _

- THE third from the advantage which the
claro-obfcuro yields to the other parts of
painting. And

THE fourth is drawn from the general
conftitution of all beings.

The Sirf Prqqf, taken Jrom the Neceffity of

making a Choice in Painting.

THE painter feldom finds fatisfaction in
cafual nature, as being ‘generally fhort of
what he aims at. Hemuft, by the help of
art, make as good a choice of her as poffi-
ble, in all her vifible effeds, in order to
' bring her to fome perfection, Now light
and fhade are the vifible effe&ts of nature, as
well as the outlines of an human body, the
attitudes, the folds of draperies, or any
thing elfe that comes into compofition ; all
thefe require choice, and therefore light

does the fame, Now the choice of light is
nothing

4
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mth.mg but the artifice of the claro-obfcuro ;
wherefore the artifice of the clgro-obfcuro is

| abfolutely neceﬂ'ary in painting.

‘I'Zve Jecond Proof, taken from the Nature of
, the Claro-obfcuro,

THE f{enfes in general have ‘an averfion
for ‘every thing that difturbs their attention :

* 'The eye is not fatisfied with bare feeing; it .

miuft alfo embrace its object with fatisfation,
and the painter muft remove every thing.
that would make it uneafy. Now the eye will
certamlybedlfpleafed when direing itfelf
to its obje, ’tis obftructed by others near it,
whofe lights and fhades are as apparent as
that obje&t itfelf ; and’tis as certain, that the -
knowledge - of the claro-obfturo. alone can
give to the fight a peaceable enjoyment of
this objeét; for, as we have faid before, it is
the claro-obfcuro which prevents multxplxcnty
of angles, and hinders the eye from wander-
ing, by'means of the groups of lights and
thades, of which it gives the knowledge :
Wherefore the claro-obfturo is of the greateﬁ: :
confequencc in pamtmg . O

The third Proof; drawn from tbe Advantage
which the Claro-obfcuro yzeld: to ﬂ:e other -
Parts of Painting. .

FIGURES ought to be well fet and
dxﬁanced thcxr draperies well ca& and the

QU | paﬁions,

’
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paffions of the foul finely exprefied: In'a

word, each object fhould be charaGerized:

by a juft and elegant defign, and bya true and
natural local colour. But it is as neceflary
to fupport all thefe parts, and give them a
good light, in order to make them the more
capable of attracting the eye; and of agree-
ably deceiving it, by means of the force and
_repofe which the knowledge of general lights

gives to a picture., ‘'This fhews, what ad-

vantage the parts of painting receive from
the claro-obfcuro, and confequently eftablithes
the neceflity of it.' :

The fourth Proof, drawn Ifrom ‘the general

Confiitution of all Things.

I'T is certdin, that all beings tend to unity,
either by relation, or compofition, or har-
mony ; and this as well in things human as
divine, in religion as politicks, in art as na-
ture, in the faculties of the foul as the or-
~ gans of the body. God is one, by the ex-

. cellence of his nature : the world is one. .

. Morality brings every thing within the com-

pafs of religion, which-is-one ; as politicks’

makes every thing fubfervient to the govern.
~ment of a ftate. All nature proferves, in
+ all her produions, an unity refulting from
~ the many members in animals, and parts in
‘plants ; and art affigns various precepts for

making one only work. The feveral con- = °

ditions

™~
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ditions of men fit them for commerce and -
{fociety, as the feveral wheels. of a machine
act for a principal motion. The faculties of
“the foul are, at one time, taken up with .
‘one thing ‘only, in order to a& well ; and the
organs of the body cannot fansfa&only en-
-joy more than one obje& at a time; for if
you fet many before them at once, they will
. /ot fix upon any; and this muluPhcuy will
divide them, and intirely take away the
liberty of their fun@ions. If, ina publxck -
aflembly, two or three perfons fpeak at once,
- in the fame tone, and with the fame force,
the ear, inftead of receiving what is fau;i,
- will be ftunned with a confufed noife. In
the fame manner, if we prefent to the fight
' many ochéts dlﬁm& and equally apparent,
~’tis certain, that the eye not being able to
colle all thofe objects atonce, will through
_ their divifion haye fome pain in coming to a
determination. 'Thus, as in a piture there
.ought to be an unity of fubjec for the eyes
of the pnderftanding, fo there ought to be an
unity of object for thofe of the body. This
unity is only to be ‘procured by the know-
ledge of the claro-obfeuro, and without it
we cannot view an object with any eafe or
fatisfattion.
WaenN I fpeak of the unity of obje¢t in'a
- picture, I muft be underftood to mean fuch
a diftance as the eye can reafonably take in,
without bemg dlﬁra&cd by many diflin¢t ob-
Q.2 _ Je"ts, .
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Je&s as ufually falls out in a fmall number
of figures. Picures may be large, and full
enough of work to contain three groups of
‘claro-obfciiro ; and then the lights and fhades
of each group, being fuﬁ"lcxcntFy Ipread, draw
. and fix the eye for fome time ; giving it
leave, however, to pafs from one group te
" another ; and yet thefe groups of objeéts, and

~ of the claro-oé/curo in the fame picture, tend

fo much to unity, that one of them ought
to predominate.  For this reafon the painter
is obliged to bring into this group the prin-
cipal figures of his fubject as much as pof-
“fible. ‘This fubordination of groups creates

a further unity, which we call zbe whole

together ; but care muft be taken, that thefe
; grougs neither range too much, nor look
ftarch, nor confufed, nor be alike in thape ;
for ’tis indifferent to the eye, whether the
maffes of the claro-obfture be of a convex,
or concave, or any othgr figure. -
WE muft only obferve, that tho’ in great
‘works the maffes of light and fhade neceffa~
rily affift each other, yet the maffes of thade
mutft not {o forcxbly contribute to the repofe
. of theeye as to léave it in a"ftate of “inaction
“with regard to the light thafles. The painter

fhould, in this point, imitate the orator,

~who, whieii he would fix the attention of his
“audience upon a certain particular ‘paffage,
“which he would illuftrate and enforce, be-
gxns with fomcthmg of lefs confcquencde

. and,
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and, after havingfixed the obje& in the mind
of his hearers, he refrefhes them with fpeak-

ing of fomethmg more temperate ; but with-
out ever fuffering their attention to flag,

In the fame manner the painter makes his
lights to fhine, and fupports them by maffes
of brown; which repofe the eye, without
_hindering jts being cntcrtamed by objects

lefs apparent.

W E may even fometimes introduce ﬁngle
obje@s, but it muit be done ‘with rudence,
“and they muft be brown in the light maffes,

and light in the brown, either for breakmg
through too great filence in 2 picture, or for
loofening fome figures, or for taking away
affeGation from the work. In a word, the
whole fhould fo appear as if every thmg fell
out by chance. .
But I muft own, that every painter has
-not the gift of thus concealing the artifice of
the claro-obfcuro, and executing it with in- -
duftry : It requires as much reflection and
delicacy, as it ftarts new difficulties in every
new fubje&, The geniufes proper for it are
fuch as pierce through every thing, and
know how to acquit themielves happlly of
what they undertake, _
WE mighthere add, asafurther proof of the
force and neceffity of the claro-o E bfcuro, the
~ praifes which painters them{elves always be-
ftow on the works where that artifice appears,
and alfo on the authors of them,

(LS I
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_ In effe@, whoever will reflet on the
advantages which all the parts of painting
receive from the ¢laro-obfcuro, muft own,

that any piGture, be it ever fo corre&, .and

ever fo faithful in defign, and local colour-
ing, is, without that artifice, dull and tafte-
lefs ; whereas another painting, where the de-
fign, and the local colours are but tolerable, if
fupported by the faid artifice, will not fuffer
the fpeCator to pafs unconcernedly by ; it
will even call to him, and ‘detain him for

- fome time, . whether he have a tafte for

painting, ornot.” What then would be the

effe&, if the claro-obfeuro was fupported by
fine performance in other ‘parts, and the
work was viewed by a good judge, or fkil~
ful lover of painting ? ' -

- I'THOUGHT it would not be improper to

- give here the principal explications of the

effect of the claro-obfcuro, to let the reader -

at_once into what has been faid upon this

{ubject. ‘

Fig. 1. Plate 11. proves the unity of an
objet, asit has been treated in the difcourfe
of Difpofition. We fee there alfo a- de-
monttration of obje@ts entering the piGture
~ in perfpetive : Both diminith equally in |

foree as they recede from the centre of vi-
fion. Their only difference is, that the latter
~ decreafe in magnitude, according to the rules
of perfpeive, as they go off from the faid
centre ; and the former, which only extend

. ‘ . te
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_to-the right and left" of that centre, grow
fainter by diftance, without lofing their forms
or bignefs. . -_
Fig. I1. of Platell. thews how to handle -
a particular obje&, in order to give it relief; .
which is, to ufe, in the fore-part, the moft
lively light, and ftrongeft thades, always pre-
ferving, the reflected lights, near the turning
on the fide of the fhade. . .
Fig. IIL. of 'Plate I1. proves the neceflity
of grouping, for the fatisfaction of the eye.
This was Titian’s great rule, and ought ftill
'to be the rule of thofe who would obferve
. in their paintings that unity of object, which
with fki{)ful colouring conftitutes all the har-
mony of the art. ' ' :
Fig. IV. of Plate I1. thews the neceflity
of preferving unity of obje& in making
groups, according to the bignefs of - the
. pi¢ture, and the number of its figures ; for,
-as we have faid, we muft, to pleafe the eye,
fix it by a prédominant group, which, by
means of the repofes caufed by a fpread of
lights and fhades, does not hinder’ the effect
- of othergroups, or fubordinate objetts ; for,
if the objects are difperfed, the eye_is at a

lofs which to fix upon, and is in the fame .

cafe with the ear, when many perfons are
fpeaking at the fame time." |
M v c 1 more might be faid on the fubject
of lights and fhades, which indeed is of
-great extent; but I content myfelf with
W o - ) (L4‘ . givmg,
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giving, according to my notion, an idea of;
the claro-obfcuro, and fhewing the feveral
methods of practifing it, together with its
abfolute neceffity in pamtmg Thofe who
would know more of it, may confult my °
- commentary on du Frq/noys poem, begin-. -
~ ning at the 267¢b verfe, and continued for
- feven or eight leaves followmg '
ScuLrToORS, as well as painters, when =
they have occafion, may pradtife the claro-
obfcuro by the dnfpoﬁtxon of their figures,
or by the place where their work is fo ftand. .
. "The cavalier Bernini has left pofterity fome

illuftrious inftances of this in fome churches ..

of Rome, where he has difpofed the fculpture
to the llghts of the windows, or elfe has
picrced the windows. for an _advantageous
opening, when he had leave, in order to let
in fuch a light as might producc an extra-

ordmary cffect, and awaken the fpectator’s |

attention ; but the fkilful f{culptor may go
yet further, by adding to the claro-obfcuro
the local colours, if he underftands them ;
Of this we have two wonderful examples at
* Monf. /e Hay’s in the Grenelle-fireet, in the
fuburbs of S¢, Germains. They are in. two
cifes ; one is, the defcent from the crofs;
and the othet; "the adoration of the fbepherds.
. ‘Thefe two fub]e&s are fo profoundl and
beautifully handled, that I believe the pub- -
lick will be pleafcd with their defcription ;
and tho I have drawn it with all poffible

. cxaltnels,
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exanefs, yet I queftion not but the curious
will find it far fhort of the fublime, which
the abbot Zamle, the author of thofe works,
has attained in all the parts of his art. It
would here be proper to fay fomething of
“the life of that illuftrious man; but I have
- thought it would be more fo to referve it
for a fecond edition, which is going to be
publithed, of my Lives. of ‘the Painters ;
wherefore I {hall here only give the defcri- -
ption of thefe fculptures: Which I have
fubjoined to the end of this work, ‘that the
order of my prefent “difcourfes nnght not
-be mterrupted

Bl
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ORDER

Which ought to be Obferved in the -

Stuby of PAINTIN«G

M OST of the filfol pamtcrs “have

taken. reat pains, and fpent many *

years in the carch of knowledges, which
- they might have attained in a little time, had
they hit at firft upon.the right path. "This
truth, of which all ages have been convinced

by experience, principally concerns youth ;-

~and it is youth efpecially, who, while they
are greedily purfuing knowledgc, have need

of light to condyct them orderly to the point- -

they aim at.

ParNTING may be confidered as a fine
parterre, genius as theground or foil, principles
as the feeds, and good underf’tandmg as the

gardener who prepares the earth for receiving

the‘feeds in their feafons, and raifes all forts
of ﬁowers both for proﬁt and delight.

N / T1is

- LA--A.‘
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“T'1s certain that the genius, which gives
birth to the fine arts, cannot lead them
to perfection without culture; that culture -
Jis impracticable without the direGtion of the
“judgment ; and that judgment is of no_ ufe,
. unlefs grounded on true principles. We muft
therefore f{uppofe a genius‘in all our under-
.takings, which would otherwife be lame
and imperfe&. It muft beé owned, that all
ages are not equally rich in producing real
geniufes, and that art grows weak for want-
of {kilful men : But this ought not to dif-

- courage fuch as endeavour to be as good as

~they can.  The earth yields according to its
ftrength, and.the feed fown: Genius, in the
fame manner, by cultivating, will always
produce fomething, more or lefs, in pro- -
portion to its elevation and extent. Thus
genius has its degrees, and nature has fixed

" one for fome things, and others ,for others,

as may be obfervable, nbt only in the feveral
- profeffions, but even in the feveral parts of -
the fame art or f{cience. In painting, for
inftance, one may have a genius for por-
traiture or landfkip, for beafts or flowers;
but as all thefe parts meet in a genias proper
for hiftory, it is certain, that fuch a genius -
" ought to prefide over all the kinds of paint-
. ing; and the rather, becaufe, if it thould
fucceed better than others, this is the com-
mon effet of its being more employ’d in-
~ this part of painting; and becaufe, feelinga
' talent
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talent for hiftory, it has embraced this part
with pleafure,. and had more frequent oc- -
cafions to examine and practife it. But let
this be faid, without derogating from thofe
geniufes, which, after being inlarged enough -
to fucceed in hiftory, have. aiplicd them-
rough tafte, .
to one part of painting, rather than another:
For painting ought to be confidered as a long
pilgrimage, where, in the courfe of the
journey, we difcover feveral things capable
of diverting the mind agreeably for a while :
We confider the feveral parts of the art; and -
ftop in the way to it, as a traveller bates at
an inn ; but if we make ‘our abode at that
inn, becaufe we find beauties there agreeable
to our tafte, or fuiting our intereft, and
therefore are fatisfied to view, ata diftance, -
or rather to hear talk of our journey’s end, .
~ we muft never expect to finifh our pilgrimage,
- and come up to the perfection of painting.
. THis is certainly the cafe of thofe, who
intend to be painters, and yet, paffingthro’ the
* parts of the art, are ftopped by the charms of
fome of them, without confidering that perfect
painting arifes only from the perfection and:
union of them all. What is therefore of the
_ greateft importance, is the cultivation of that
. genius which ought to prefide overall the parts
. of painting. Hiftory demands its whole appli-
, cation and attachment, and forbids it to en-
gage in any difputes that may delay its pro<
' , _ - - grefs,

-
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‘grefs, or in any affair that may divert or en-
cumber it. ' B
" BuT a pupil’s difpofition for inftruction
may pofiibly caufe an averfion in a mafter,
through fear of lofing, in a fmall time,
the fruits of his long experience; for,
by imparting ‘his lights, he may be either
equalled or furpaffed by his pupil. To this
-1 anfwer, That to bury one’s knowledge in -
this manner, is ‘neither natural, chriftian-
"like, nor politick. *Tis not natural, becaufe
"nature’s property is to beget her like; nor
_ chriftian-like, fince 'tis the part of - charity to
“inftruct the ignorant ; I mean, fuch as have
‘talents to learn; and 'tisimpolitick, becaufe
the mafter’s reputation {preads, and is pre-
. ferved, by that of his difciples, who tranfmit
to pofterity the glory of their inftruGors. -
- Ir, among the fkilful. painters, fome of
the youngeft plead intereft againft commu-
nicating their lights and fecrets, and it be,
thought a fufficient reafon, yet we cannat ex-
cufe the more advanced in-age; nor thofe
. -whofereputation is fixed; becaufe, far from
running any rifque, their good intentions will

be a fatisfation to themfelves, and procure .

.them the praife of others; for, What do
fuch mafters ? They only find methods for
-removing difficulties, fhortening" time, and
putting their difciples in a way to perfe&t

their tafte and genius. -

Iam
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I AM aware, that able painters: (I mean
in general) may have taken different methods
of ftudy, and therefore muit lead their dif-
ciples by different roads, though all tending
to the fame point. I know alfo, that there
are fome, who, after having ftudied, without .
- order, and. fpent many years in the fearch
of a good method, have not feund it till
very late, and wha after being better in-
ftru@ed, and having difabufed themfelves,

~ would be very capable_of ‘pointing out to

. youth the beft methods of ftudy ; but my
furprize at the many years ufually affigned
for thisftudy, obliged me here to givé my

- thoughts upon the fubje&, and upon the

- order I could with were obferved in it. -

I sHALL not determine at what age one
ought .to 'begin ftudy; becaufe, in :all pro- -
feffions, genius and application are half the
work : Yet fuch as propofe to be painters;

.cannot fet about defigning too foon ; for, as
their genius comes to thew itfelf by practice,

- they may be fuffered to go on, if -they have

any; or, if they have none, maybe employd -
about things fc);r which they may feem to be
better turned. But if their inclination for

" painting continues, care muft be taken,
‘during their firft exercifes in defign, to put -

them in a method of reading and writing t0

advantage, in order to prevent the .general
- indifference peopl¢ have for reading, for
want of its being familiar to them. in their

: youth,

l\s.\
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youth. = And as painters ftand in great. need
of the ladps arifing from thence, the firft
books put into the ftudent’s hands thould be
fuch as are agreeable, and fitting his age, to
* give hima tafte for reading; and afterwards,

in proportion as the mind forms itfelf, . no-
thing will better teach him to . think well,
than good books.

BuT, at what age focver one begins
famtmg, every fludent advances, more or -
lefs; in proportion to his genius. = Some are
drawn by their Femus and follow it; athers
are dragged by force : There are but few of
thefe laft. Thefe make great progrefs in a -
little -time, and no age is fet for them.
But, as we are laying down a plan for
ﬁudy, 1 think the ftudent fhould begin very
- _young, according to the' ufual cuftom of -
' pupxls. '

Prinvy tells us, that when Alexander
- the Great affigned to painting the firf\ rank.
among the liberal arts, he at’the fame time
ordered, that young people of . condition
fhould befare ‘all things learn - to defign.
Alexander, in fo doing, could have no other -
view than forming the tafte of his principal
fubjc&s, by that difpofition to painting which-
delign gives the mind. )

IN effe, the firft fruit of dcﬁgn is the
exactnefs it creates in the eye of the defigner;y
and its firft ufe is to make a general di-
flintion in the' charalters of objects, and .

thea '

\
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then to imprint on the mind the prmcxplcs
of what is good in the fine arts; and, at.
laft, the tafte being formed by-a progrcfs in.
thefe principles, the defigner thus becomes:
more capable of judging of the works both:
of artand nature. ,
ALEXANDER, who did not _propofe to
make all thofe perfons of condition painters,
commanded them, however, to begin de-
figning betimes, that they might thus -be.
_ qualified, all their life-time, to judge of
any obje& that offered.
Pa 1N T E RS and fculptors have the grcater
“ reafon to obferve this law in their early
youth, as it not only enables them to give

their opinions on the works of others, but -

alfo to compofe works of their own, of
which others . are to judge.
THE firft thing which ought to be con-
fidered, in the purfuit of an art which we'
opofe to follow all our life, is to.make a_
proper diftribution of our time, and to allow
cach ftudy as much of it as it requires. In
our younger years, for inftance, when rea-
fon is weak, and refleGions unfeafonablc,
we ought to make advantage of the foftnefs
of the brain, and purity of the organs, which
are then capable of any impreffion or habit
we would ﬁ:vc them take. . '
 Ir this be {o, there are but two exercifes ‘
proper for the ftndent in his early years: The
one is, to accuftom: hlS eye to, exa&ncgs, llxn \
altha "
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faithfully fetting down on paper the di-
menfions of the objects he copies, and the
other, to ufe his hand to the crayon and
pen, till he has got a neceffary facility in
_defigning ; for éxactnefs of eye, and facility
of hand, are the two inlets to detign.

"Tis therefore of the laft confequence to
young people, in order to begin painting
well, and to make a fpeedy progrefs in it,
not to difcontinue thefe two exercifes till
they are perfect in them. :

Now, if this point be of great importanoe
to the ftudent, ’tis more fo to an academy ;
for if they will but attend to their own fup-
portand advancement; they muft look upon
it as neceffary to admit no fcholar, who has
not before fufficiently practifed drawing after
defigns and plafters, that is, who has not
acquired an exalnefs of eye, and facility of
hand, in ufing the crayon ; and that in the
judgment of the officers in. exercife. My

- reafon is; that when fcholars are received too.
- young and ignorant into the academy-fchool,
they wafte a great deal of time there, . with- -
out tafte or difcernment ; and, in fhort,
without making any remarkable progrefs in
their pretended ftudies: and yet, after {ome
_ years, relying more upon the time they have
fpent, than the progrefs they have made,
they rathly fet up as competitors for the
prize, of which they aré wholly unworthy.
Afterwards it happens, in confequence of
: R this,
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this, that thofe who pretend to the prizesof
painting, being chips of the fame block of

ignorance, yield the fame fruit, cither bad .

or infipid. ,

Tue young ftudent ought, in ,the next
place, to learn geometry; becaufe, as he is
now advanced fo far as to reflect and reafon
upon all the. parts of painting, with which
it is necefary to be thoroughly acquainted ;
and as geometry teaches to reafon, and to
infer one thing from another ; it will ftand
him in ftead of logick, and clear him out of
all his doubts and perplexities.

THEN, as perfpective prefuppofes geame-
try as the foundation of 1t, it is natural te
place it next, and to agxl)y to it with the
greater attention, as nothing can be done in
painting without it.

By this time the ftudent may be fuppofed
to have got an habit of copying with eafe all
farts of defigns, and of defigning all forts of
pictures ; and yet this habit muft not be con-
fidered otherwife than as a difpofition ne-
ceflary for attaining defign. |

IN this view the young ftudent muft con-
fider the imitation of fine nature as his chief
ajm, and be acquainted with the exterior
chara@ers of all the forms fhe produces.
And beginning with her mafter-piece, mas,
he muft underftand anatomy, and human
proportion, becaufe thefe two parts are the
bafis of defign. Anatomy eftablithes the

. folidity
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folidity of the body, and the proportions
form its beauty. The proportions derive
from anatomy the truth of their outlines,
and anatomy owes to the ;};}r‘oportions theexa®
regularity of nature in her firft intentions.
In fine, both thefe parts mutually affift to
make a defign folid, and perfectly corre&. -

Tuo’ thofe two parts feem to be linked
together, yet it is bett to befgin withanatomy, .
as being the offspring of nature, whereas
proportion is the product of art ; and if pro-
portion arife from good choice, good choice
owes its origin to nature,

Ix the ftudy of the proportions, the ge-
neral ones muft; in the firft place, be well
underftood ; I mean, fuch as generally fuit
each part; fo as to make a finifbed whole.
Thus, we muft know, how an head, foot,
or hand, ought to be made, and, in fhort,
the whole body, in order to form a perfoct
man.

Bur nature being various in her pro-
duétions, we muft obferve what fhe pro-
duces that is fineft in the different characters
~of men, arifing from the diverfity of their -

ages, countries, and profeffions. '

NatuRre indeed affords fuch a variety
as is infinite ; but as her riches have their
allay, ’tis beft, at firft, to have recourfe to
the antique for an exquifite choice in all the
ages and conditions of life. The antique
figures not only contain every thing that i

R 2 moft
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moft beautiful in the proportions, but are in
themfelves the very fources of grace, ele-
gance, and expreffion : and the ftudy of
them is the more neceflary, as ’tis the path
that leads to beautiful truth. And this we
muft purfue, without regard to the time it
may take ; for, fince the antique is - the rule
of beauty, we muft perfift in defigning after
~ it, till we have formed a juft and ftrong idea of
it, that mayhelp us toview nature in the beft
manner, and to bring her back to her firft
intentions, from which fhe often departs.

As the fineft pattern we have for this
condudt, are the works of Raphael, ’tis pro-
. per to copy them at the fame time, that
they may ferve to guide us in the happy
. mixture he has made of the antique with
_nature, : :

. HERE, by-the-bye, we muft obferve,
that in the antique there is a general tafte
diffufed over all' thie works of thofe times,
and ‘a particular one chara@erizing each
- figure, according to its age and quality; and
this muft be the fubject of the ftudent’s care-
ful refletions, according to the ecompafs of -
his improvement and penetration.

Havina (pent the neceffary time in the
aforefaid ftudies, we muft now confider them
as fteps, by which the underftanding rifes to
the knowledge of the natural obje&, both
fuch as it is, and fuch as it ought to be.
By thefe firt ftudies we difcern the defc&;
o , o
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of our copy, and how far ’tis thort of per-
fe@ion ; and our ideas inform us, what muft
be added to, or taken from the life, to make
it as perfect as we think it ought to be. -

T 1s here therefore we ought to place
the ftudy of the model ; which, with con-
traft and ponderation, completes the ftud
of theattitudes, - : ‘

As in fetting 2 model 'tis neceffary to find
an attitude that has a natural contraft, and
fhews its fineft- parts, it is alfo neceflary to
give it relief and roundnefs : but as the relief
and roundnefs of one particular object is not -
fufficient in a company of figures; and as, to
pleafe the eye, and for the effe¢t of zbe
whole together, there muft be a knowledge -
of lights and fhades, which is called zbe
claro-obfturo ; it follows, that this ftudy .
cannot be difpenfed with. It demands a
particular attention, and ought to be the
more thoroughly maftered, as the claro-
~ obfcuro is one of the principal grounds of
painting, as its effect calls to the fpeétator,
as it fupports the compofition of a picture,
and as without it any pains beftowed on
particular objeGts would be loft labour.

AFTER this part of painting is well un-
derftood, it is proper, in order to root it
decp in the mind, to view attentively the .

rints of thofe mafters who beft underftood
ights and fhades, and to go to the bottom
‘of this knowledge, in order to confirm the
: . R3  ftudent
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ftudent in that of the claro-obfeuro. He
muft alfo have a general acquaintance wuh
the prints and defigns of the great mafters,

to thew him how they managed both in
compoﬁtlon and fimple figures. - )

Goon prints, as well as good drawings,
are alfo proper to warm the genius, and ex-
cite it to produce the like. ‘We are made
fenfible ofP he charaer of each obje& by its
different drawing and handling; and, havmg
_ copied after good mafters, we perceive that

thofe fine touches and handlings are thc‘
foul of defign. Thefe we muft imprint in
our mind, in order to gain more difpofition
and facxhty to obferve in nature the man-
ner of exprefling the charatter of obje@s.
'The ftudent muft ufe all his endeavours to
feed his eye with the fight of thefe  fine
things.

Bur, torivet them in his memory and
underftanding, it will be convenient to copy
and make extracts of their fineft parts, fach:
as he moft wants, or his genius chiefly leads
him to: "Tis in fuch cafes that. intelligent
and fincere friends, who often know our. '
weakneffes, and the bent of our genius, beét-
ter than ourfclves may affift us with their
counfels and knowledge if confulted. ~
~ Tuys far painting and fculpture have
gone'hand in' hand ; for I fuppofe the .
fculptor to be ufed to defigning on paper,
as Ideﬁre thc pamtcr, for his own profit, to

~ learn-
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learn to model. Each of them muft now
take a path of his own, in order to arrive
happily at his end, which is, the imitation of
pature : The fculptor muft give relief to his
matter, and the painter ufe his colours on a.
flat fuperficies, But my prefent defign is
chiefly to dire& the painter, in order to bring.
him to theend of his career.

- T e method I have thus far pointed out,
only relates to the ftudy of defign; what I
have yet to fay relates chiefly to colouring.

SEvERAL painters think, that the ftudy
of defign implies that of colouring ; becaufe,
fay they, feveral good defigners, having too
long enjoyed the pleafures and charms of
defign, have fo filled their mind with it,
that they left no room for colouring; or,
having made too great progrefs in defign, they
foon grew tired of colouring, which was
uneafy to them. For which reafon they
returned to the pleafure they found in their
habit of defigning ; for 'tis a pleafure todo
- what we can eafily do. .

THESE refleCtions are certainly not” -
groundlefs. But tp comply, in fome mea-
fure, with the weaknefs of men who do
almoft every thing by habit ; I think that
the ftudent fhould, in the courfe of defign-
ing, fometimes handle the pencil andcolours,
to make this part, through early cuftom, a
pleafure to him. But if we go to the bot-
tom of thefe inconveniences, they will not

S R 4 appear
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appear to proceed from not colouring early,
but from beginning ill ; I mean, either copy-
ing at firft after bad thmgs or bemg tutored
by 2 mafter who had noet the principles of
colouring.

W E naturally quit a bad manncr of de-
figning, as may be obferved in thofe who
defign ; for they become more corre by
practice, and by change of obje& and model;
but it is véry rare to exchange a bad manner
in colouring for a better : I fay, that it is
riot impoffible, but very rare. Raphael,
Mickael dngelo, Leonardo da Vinci, Fulid
Romano, and other great mafters of thofe
times, followed the fchools and the practice
of the places where they were educated ;

and fpent their whole lives without truly~

underftanding good colouring.  Even in our
own times, Poet’s difciples, "tho’ numerous,
and mén of good fenfe, have not been ablc
whatever they could do to fhake off their
matfter’s” bad - manner. 'We have further
inftances of young painters, who, by beginning
to copy pictures of trivial colourmg, have
retained that manner in every thing they co-

loured ; making it asa glafs, through which:

they faw nature coloured like their pamtmgs
From hence we may infer, thata young man,
who' begins with copying ‘an ill- coloured
. ﬁl&ure {wallows a poifon, with which he

lmfeIf wxll tamt all hls futurc perform-
ances, :

‘L . Bur

NP> 1
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Bu' a folid judgment, and good education,
. can furmount difficulties, and corre bad’
tafte, where the underftanding is -docile,
There is no reafon therefore why we may
not place here the ftudy of colouring; yet
leaving every ftudent at liberty ‘to refreth
himfelf fometimes, by interrupting thé order
of ftudy Iam going to lay down.

THE ftudent’s firft care muft be to begin
with copying what he finds beft coloured,
moft finithed, and moft freely penciled in the
works of the great mafters ; among whom
Titian, Rubens, and Pandyke, are of the firt
rank : Vandyke chiefly, with regard to be-
ginners, becaufe his good colauring is joined
with freedom of penciling. ' :

Ass colouring is not farther valuable than
it perfe@ly imitates nature, the ftudent,
after having obtained fome habit- from the
beft pictures, muft alfo copy after nature
herfelf, examine and campare it with the
works of the great mafters. - This practice
will accuftom his tafte to an idea of truth,
and his eye to fee truth without any cloud
-or abftruction.

" AFTER having thus acquired a good
habit, and put his tafte in a condition ta
fear. nothing, he may .copy pictures of all
manners, if he finds any tﬁin’g in them to

entertain the aivity of his genius; but,
like the bees, which gather their honey from
feveral good flowers, he fhould chiefly copy

o ’ - excellent

€



250 Of ORDER inthe

excellent picces, fuch asare beft for forming
a good manner. He fhould do the fame in
the fine productions of nature, whether
figures, beafts, or landfkip, of which he may
~ makea colle&tion, as well for common ufe
in the way of his bufinefs, as to keep up
his. tate, or to feed his curiofity. ‘

BEe 1N G come to this pitch, and fo fur-
nithed, the young painter may fly with his
own wings, and, by reading or refletting,
raife his thoughts, and exercife his imagin-
ation, in compofing variety of fubjeQs,
adorning them with fuch chojce of besuties |

_as nature affords in abundance., '

BuT let him remember above all things
never to fet abouta piGture till he has firft
miade a flight {ketch of itin colours, where
he may give a loofe to his genius, and re-
gulate the motions of it afterwards, in the
objecs, and in the effet of the whole toge-
ther. This fketch muft be made as quickly
as poffible, after he has fixed his thought,
that the fire of his imagination may not have
time to evaporate ; and, being only a loofe
fketch, as we fuppofe it, he may afterwards -
alter, add, or diminith, either in compofition
or colouring, as he thinks fit.

AND now, having brought things to his-
mind, he muft, before he begins to dead-
colour the great pi¢ture, confult every thing
he has by him that is moft beautiful either
in nature or the antique, and proper for his
| - | fubject,
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fubjet, and draw exaétly after each of them
in their proper places, -ta fave himfelf the
trouble and vexation of alterations, and do-
ing one thing twice.-- dn this point: Raphged
went forther ;: His method ‘was, 'to pafte as
many papers together as made the fize of
his picture ; and after ‘having correétly de-
figned, and put all things in: their places,
* he transferred this cartoon to the ground he
intended to paint on.

YE T, if afterall thofe precautions it thou)d
ftill be neceffary, for the effect of the picture,
to make fome alterations, it will be prudent
not to negle& them ; the trouble will not
be great, and there will, befides, be no room
to reproach ourfelves with any neglect.

"THE artift being now fuppofed to have
brought his work to good forwardnefs, he
muft confider what place it is to be hung in,
and at what diftance from the eye, and to
regulate the force of his colouring and
touches accordingly.

~ Or all geniufes, Ibelieve there is not any

which takes greater liberties than that for
painting, nor any which fuffers the bridle
more impatiently ; nay, I queftion not but
feveral painters, befides fome extraordinary
geniufes, have, without any order of ftudy,
attained to a confiderable reputation ; though
indeed not without lofing much time fgon
want of fome method. But as, in 2 ma-
' chine,
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chine, the bad difpofition of the wheels
retards the motion, fo the parts of painting,
diforderly ftudied, confufe the underftand-
ing and memory, ahd make things difficult
cither to be underftood or remembred :
Wherefore the beft way is, to.put our

ftudies into fome order not inconfiftent with
9 reafonable liberty.
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A
DISSERTATION,
WHETHER

Porsy e’ preferable to PaiNTiNg,

, IT is not my defign to maintain, that

painting excels poefy : I never doubted

~ but thefe two arts go hand in hand, and

equally deferve the fame honours. I have
fpoken of them accordingly, when occafion

~ offered; and in this I have only followed the

fentiments of the moft cclebrated authors,
But as people do not always agree, even in
points that are moft received; I find there

are fome perfons of great diftinction, who
have exprefled their difpleafure at my claffing
poetry with painting. However much dif-
pofed I may be to agree with them, I will
examine this with all the application I can;
for if I muft at length come into their fenti-

‘ments, they will not difapprove of my de-

ferring to do it, till I have difabufed my-

felf,

-
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I prOPOSE, in profecuting this difcour(g;
not to affert any thing but what is fup-
ported by the beft authorities, both antient
and modern ; and I muft premife, thdt
where I mention poetry or painting, each of
thefe arts is fuppofed to be in its higheft de-
gree of perfe@ion. . ‘

It is pot poetry therefore I am going 10
- attack, but it is painting I am to defend.
When at length, through exercife and re-=
fletion, both thefe arts appeared in theit
eft luftre, men of extraordindry genius
gave the publick their rules; as well as pro-
duions; in-each of them, to ferve as guides
%o pofterity, and to give an idea of theif
- perfection.  Yet both have been unhappily
negle@ed, ever fince thefall of the Roman em-
pire, till thefe latter ages, when Repbae/ and
Titian for painting, and Cormeille and Raciné
for dramatick poetry, have ufed their utmofk
efforts to revive them, and bring them to

their original perfection. T
Tners is, however, this difference be- .
tween them, that poetry has only difap-
peared, and is preferved pure and entire in
the works of Homer, Efchylus, Sophocles,
Euripides, and Ariftophanes, and in the
rules of Arifiotle and Horace. 'Thus the
way for latter poets was plainly pointed out,
and the true idea of poefy preferved, or; at
leaft, ecafily recovered : whertas painting
has been intirely annihilated, both by 1thf;
- ofs
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lofs of the many volumes, which, according
to Pliny, the Greeks wrote on the fubject,
and by our being deprived of thofe per-
formances, which the writers of thofe times
have fo highly celebrated ; for I make but
little account of the remains of antient
paintings, that are extant at Rome.
IF {%:ereforc there be nothing left to give °

‘us a juft idea of painting, as praétifed by the

antients, that is, when arts were in their
greateft perfection ; and if poetry appears at
this time in its full luftre; thofe who are
given to poetry may. thus be prejudiced in
its favour, and induced to prefer it to
painting : for it is certain, that many peo-

“ple of fenfe, far from confidering painting
_ asin its antient efteem and perfection-among.

the Greeks, have not given the leaft attention

~ to itasrevived in thefe latter ages, and now

practifed ; and yet poffibly, when they meet
a picture, they judge of the art by it, inftead
of judging of it by an idea of the art.

Now, tho’ we have not yet recovered
the idea of painting in its full extent, and its
re-cftablifhment is not guided by fuch certain
principles, and fuch perfe& works, as peefy;
yet nothing- hinders our coneeiving a juft
idea of it by the works of the beft painters;
who have revived it, and by what we gather
from thofe who have laid down the rules of
poefy, as Arifiotle and Horace.

Tux
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THE former affirms in hisPoetica *, That
tragedy is more perfect than the epick poem
becaufe it produces its effect better, and yields
more pleafure. And in another place 4 he
fays, That painting yields an extreme fatif>
faction 5 becaufe it comes fo perfeitly to its
end, which is imitation, that fuch objets
as we cannot bebold in nature without hor-
ror, give us in painting an exquifite plea+
Jure. Headds, That painting infiruéts, and
affords matter of reafoning, not only to philo-
Jophers, but to every onme, And further;
meafuring the beauty of the two arts by the
pleafure they afford, by their manner of in-
firuction, and by the way they take in coming
to their end, he fays, That painting yields arni
extreme pleafure, infiruéts more generally;
and comes moft perfectly to its end. 'This
- philofopher therefore is very far from pre-
ferring poefy to painting. As for Horace }, he
plainly declares, Tha? Aboe[y and painting have
 always gone band'in band, and bad it in their
power to reprefent whatever they would.
But had we not thefe authorities, fenfe
and reafon plainly tell us, that poefy cannot
relate any event which painting cannot thew.
- They have been a long time reckoned two
fifters, in all things fo perfectly like, that
* Chap. 27. '

+ Chap. 4.
1 De Arte Poet.

they
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they lend each other their office and name :
painting is commonly call'd dumb poefy,
and poefy, fpeaking painting.

"BoTH arts require an extraordinaty ge-
nius, which rdther tranfports than guides:
and we fee, that nature, by a fweet vio-
lence, has drawn great painters, and great
poets, into their refpetive profetlions, with-
out allowing them time to deliberate or chufe,
Were we to dive into their excellent works,
we fhould feel in them a fecrét impiilfe,
fomething more than human. There is a
God within us, fays Ovid *, {peaking of poets,
wko warms and moves us. And Suidas fays,
That Phidias the famous fculptor, and Zeuxis
the sncomparable painter, were tranfported
to enthufiafin, and gave life to their works.
PaINTING and poefy tend to the fame
end, which is imitation. And it appears, as 4
learned author fays, That, not content with
imitating terrefirial things, they bave mounted
the fhies, to obferve the majefly of the Gods;
and communicate it to men, as they paint
men to make them Demigods. In this fenfe,
Charles V. 4 gloried nit only in kaving
Jubjected provinces, but in baving béen thrice
immortalized by the band of Titian.
BoTH arts are intended to deceive ; and;
if 'we do but give atténtion to them, they

. ® Faftiy libi 6.
+ Ridolf.

s will
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will tranfport us, as it were, magically, out -

of one country into another *, -

T HE 1R bufinefs is, to inftru¢t while they
divert ; to form the manners, and excite to
virtue, by reprefenting heroes, and great acti-
ons. This made Ariffotle fay,+ That frulp-
tors and painters teach us to form our man-
ners by a fborter and more effectual method
than the philofophers ; and that there are
piclures and feulptures as capable of cor-
recting vice, as all the precepts of morality.

Bo TH arts exactly preferve unity of place,
time, and obje&. '
“ BoTH are built on the force of imagina-
tion, for the invention of their productions;
and on the folidity of the judgment, for their
good conduét. ‘They are capable of chufing
fubjects worthy of them, and ufing fuch cir-
cumftances and accidents as may make them
valuable, rejecting any thing that is impro-
per or unworthy to be reprefented.

I~ fhort, paintingand poetry both fet out
from the fame plice, take the fame road,
and come to the fame end; and received
their greateft honours in the-earlieft times,
when magnificence and delicacy fhone with
greateft {plendour, '

THE poets of thofe times received infinite
honours and rewards, and were excited by

* Et mods me Thebisy mods ponat Athenis, Horat.
- Epift. 1. lib. 2.
‘t’ P0 I“i‘b, § 5

the -

R TR
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the prize given to thofe whofe works fuc- .
ceeded beft: and all kinds of poefy had their

praifes and proteGtors. Virg:l and Horace

* were loaded with favours by Augufius.
. Ference was admitted to an intimacy and

friendthip with Lelius, and with Seipro the.
conqueror of- Cartbage Ennius was alfo che-

rith’d by Scipio Africanus, and buried in the

*} tomb of the Scipio’s, on which a ftatue
was erected to him. Euripides, fo often ap-

plauded by all Greece, 1 was raifed to the
higheft honours by Archelaus king of Ma-
cedon; and the _Athenians regretted his

.death by a publick mourning. Homer was
revered by all antiquity,; and often honoured
* with altars and facrifices. || Alexander, on
vifiting the tomb of Achilles, could not help
faying, Happy prince, who badﬁ a Homer 7o

Jong their praifes! Nor did Aexander march
without Honler’s works in his cuftody: he
read them inceflantly, and ufed to place
them under his pillow. § Being prefented
one day with a cafket of great value, the
moft precious of all the fpoils of Darius,

his courtiers atk’d him, What ufe he would
put it to. He an{wered : Tohold the works
of Homer.

» Dmat

+ Cic. pro /!rclna, Val Max.
1 Solin. Thomaftin. :

\| Vita Homers,
§ Plutarch.

Sz  Bur
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. BuT what has not Alexander done for

inters ? What mark of affeCtion and efteem
did he not thew them ? * He ordained, That
painting fbould bave the firff rank among the
liberal arts; and that none but the noble
Should praétife it 5 and that in their tendereft
youth they fhould begin their education with
learning to defign ; thinking it the moft ca-
pable to difpofe the mind to a good tafte, and
to the knowledge of other arts, and to make
a judgment of the beauty of all objets what-
focver. - o ' :

TH1s Prince often vifited painters, and
took pleafure in converfing with Ape/les on
the fubjett of his art. Pliny fays, That Alex-
ander, touch'd with the beauty of one of his
Slaves, whofe name was Campafpe, whom
be tenderly loved, made ber jg‘a to Apelles
Jor ber picture; and perceiving the painter
20 be alfo enamoured with her, be gave ber
20 bim ; not being able to befiow a greater re-
ward for the painting, than depriving bim- .
Jelf of what be loved. with paffion.
~ + Cickro relates, That if Alexander
Jorbad any but Apelles 2o draw bis picture,
and all but Lyfippus fo carve bis flatue, it
was not only thro’ a defire to be well repre-
fented, but alfo that nothing might remain of
bim but what was worthy of immortality, and

» PII.’U 8. 10.
"" Epv;ﬂfgﬂo 12, li" s.

that
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that be might [bew bis fingular eficem for.
zhefe two arts. 1 need here make no di-
ftin&ion between thofe two arts ; for there
is not any thing in ftulpture, which the
painter ought not to underftand well inorder
to attain perfeCtion; and whatever is moft
beautiful in this art, is common to it and
_ painting, Both have at all times come to
an equa) degree of perfection : painters and
“fculptors have always lived, as they live at
this day, in a laudable jealoufy with regard to
the beauty and merit of their performances.
And if the antique fculptures E:ve been the
admiration of the antients, as they are the
wonder of the moderns, what muft we think
of the. painting of thofe times ? fince by its
tafte and regularity of defign, it muft have
. obtained all thofe prajfes which ase -due to
the furprifing effe@s of colouring.

Ir we go farther back, than the times of
Alexander, we fhall find, that God himfelf
made this art honourable by communicating
his knowledge and wifdom to Beza/ee/ and
* Aboliab, who were to embellifh the temple
of Solomon, and make it venerable by their
works,

IF we confider, in what manner painting
was rewarded, it will appear, that the pic-
tures of excellent artifts were purchafed by
full meafures of pieces of gold, + without

® Exod. xxxi. Fofephus, ‘ ’

4 In nummo aures menfuram accepit, nop Sumers,

$3 sale
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tale or number: whence Quintilian infers,
That nothing is more noblé than famtmg ;
JSince moft other things are trafickd for, and
bear a price, whereas painting bas none.

*A siNGLE ftatue, by the hand of Ari-

- flides, was fold for 374 talents: another of
Polycletus for 120,000 fefterces. - And the
King of Nicomedia having propofed to eafe
the town of Cnidos of divers tributes, on con-
dition they would give him the § Venus of
Praxiteles, which yearly drew thxther a great
concourfe of people, || they chofe rather to
remain tributary, than part with a ftatue
which was the greateft ornament of their
town.: ,

THERE have been excellent painters, and
excellent fculptors, who, highly fenfible of
the merit of their arts, confecrated their
works to the Gods, behevmg mankind un-
worthy of them. § And Greece, in grati-
tude to the famous Polygnotus, who had
given it pictures which were the admiration
of the whole world, gave him a magnificent
entrance into the towns where he had work’d ;
and ordained, by a decree of the fenate of
Athens, That bis charges fhould be borne by

- the publick in all the places-thro’ which be
paffed. . ‘

* Pliny, 10. 35.

A k .

; /%‘I.zanXb I:IIx/i‘ -7+ s

I Cu' contra. Verrem.
' « S In
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IN thofe times, painting alfo was fo much
honoured, that fkilful artifts work’d not on
any thing that was not moveable from place.
to place, and could not be preferved from
fire. They were very far, fays Pliny, from

painting on a wall, that could belong but to

one owner, that always continued in the fame
place, and where the work could not be pre-
Jerved fromfire. Painting was not corgﬁ{ted,
asin a prifon, to walls ; it remained indiffer-
ently in all towns, and a painter was a
common good to all the world.

THE honour paid to painting has been
carried to veneration. King Demetrius gave
memorable tokens of it at the fiege of Rbodes;
where He could not forbear {pending fome
part of the time he owed to the cares of his
army, in vifiting Protogenes, who had juft
then finifh’d the piure of Ialyfus. This
piece, {ays Pliny, prevented the king’s taking .
the - town, for fear be fhould burn the paint-
ings of this great artift : and not being able
to fire it on any other fide than where this
tlluftrious man's cabinet was, be chofe rather
© to fpare painting, than to accept of the vittory, -
that was offered bim. Protogenes, continues
Pliny, worked at that time in a garden out
the town, near the enemies camp, and there -
~ finifbed the work be bad begun, without being
in the leaft diffurbed at the. noife of arms.
The King baving fent for bim, and asked
o -S4 bow
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bow ke could dare to work amidf his enemies ;
be anfwered, That he was very fenfible, the
war Demetrius bad begun was againft the
Rhodians, and not againft the arts. This
induced the King to oppoint him a guard for
his fafety, being glad it was in bis power to
preferve the band ke bad faved from the in-
Jolence of the foldiers.

GrEAT perfons have loved painting with

flion, and exercifed it with pleafure ¢
among others, Fabius a moft famous Roman,
who, according to * Cicero, having had a tafte
for. painting, and pratifing it, would be cal-
led Fgbius Picfor., By this he meant to give
freth luftre to his birth, according to the
tdea, which was then entertained of painting.
For what in this art is admirable, fays

Pliny +, is, that it makes the noble more

noble, and the illuftrious more illufirious. Tur-
pilius @ Roman knight, Labeo pretor and
conful, the poets Ennius and Pacuvius, So-
crates, Platy, Metrodorus, Pyrrho, Comms-
dus, Vefpafian, Nero, Alexander Severus,
ntoninus, and feveral other Emperors and
Kings, did not think it beneath them to
fpend fome part of their time in painting.
'WE know what pains great Princes
have taken, at all times, to colle& the pic-

tures of the great mafters; which they have

* In Bruto.
1 Mirum in hac arte oft, qued nobikes vires mobiliores

. [facit. 34. 8,
- ¢fteemed
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efteemed among the moft precious orna-
ments of their palaces. And we daily ob-

- {erve what pleafure the art yields to men of

high rank, and people of good fenfe, whe
have a tafte for fine things. We¢ know
with what diftinction the fkilful painters of
latter times have been treated by crowned
heads ; and how highly Tit/an and Leonards
da Vinci were efteemed by the Princes they
ferved. The latter died * in the arms of
Francis1. and the former gave fo much

‘jealoufy ta the courtiers of Charles V. 4 be-

caufc he delighted in that painter’s ‘conver-
fation, that the Emperor was obliged to tel]
them, ke could always have courtiers, but
could not always bave a Titian. We know
alfo, that thisartift having ance dropt a pen.
cil, as he was drawing Charles Vs piQture,
the Emperor took it up; and, on Titian's
making apalogies, and  returning thanks,
he fad, Titian deferves to by ferved by
Cefar §. ,
_ Bur, fuppafe the /dea of painting, con-
fidered in its perfection, be not yet well
cftablith’d, and that our prefent conceptions
of it, inall its parts, and powers of working
on the mind, have not a fufficient fund of
merit ; whence comes the paffion which men
of diftinguithed rank, and perfons of know-
® Vafari. o
+ Ridolfi, -
$ ldem. ‘

ledge,
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fedge, have for this art ? Whence -comes it,
that others, who entertain an indifference
for painting, care not toown it without a
blufh ? : .

T 1s an unbappinefi, * fays a grave au-
thor, for a man te diflike painting, and re-
Jufe it the eficem it deferves: for be who
does it out of ignorance, is very unfortunate not
to difcern thofe beauties which the world af-
Jfords; and be who does it out of contempt, is
guilty of a wickednefs, in declaring bimfelf
an enemyto an art employ'd to do bonour to the
Gods, and to give infiruction and immorta-
lity to men. , ‘

As to the effe@s which poefy and paint- -
ing have on the mind, ’tis certain that both
are capable of ftrongly moving the paffions.
And if the fine pieces. for the theatre have
drawn, and ftill draw, the fpeators tears;
~ painting can do the fame in a proper and
‘well exprefs'd fubje@. + Gregory of Nice,
after a long defcription of Abrabam’s facri-
fice, fays, I bave often caft my eyes on a
. pi€ture, which reprefented this moving fight,
and never could take them off without tears ;
Jo much bas painting reprefented the thing as
if it was real. :

T uE end of painting, as well as.poetry, is,
- in fuch a. manner to furprife, that their
: - , .
- * Diomn. Chryfofiom. Or. 12.

+ Or. of the Divinity of the Son and Holy Ghoft.

imita-
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" imitations may feem to be truths. Zewxis's

picture of * a boy cerrying grapes, which
the birds peck’d at, is an inftance, that the
painting of thofe times ufed to deceive the
eye in the objefts it reprefented : and
Zeuxis himfelf found no other fault with
the boy’s figure, than that it had not alfo
deceived. : ‘ , o

LeT us now a little confider the natural
agreements between poefy and painting; &y
which at all times, as Horace {ays, painters .
and poets are allowed to be equally bold :
~with this caution; that fuch liberty ought
not to make them produce any thing that is
. improbable ; as joining fweet things with bit-
ter, tygers with lambs, or the like.

T His general idea, in the next place,
obliges both artifts to purfue the common
methods of good fenfe and reafon in all their
" conduct: for we perceive, by one of Ho-
- sace’s fatires -, that he loved painting
extremely, and was allowed to be a good
judge of it.  But the precepts he has left us,
refpet only the theory of the two arts;
and they differ only in practice and perform-
ance. The pradice of poefy lies in diction
and verfification, fuppofing the latttr to be
itseffential but to this we might add decla-
mation, .as it is the finew of words, and be-

.1 Horat. 3. 2.
caufe



268  Wbhether PoEsy le

caufe without it we cannot well reprefent
the manners and a&ions of mankind; which
is the end of poefy. And painting is per-
formed by means of defign and colouring.
Tuesk different mannersof performance
have indeed their values and difficulties;
but, of the two, painting requires the moft
ftudy and time : for di¢tion may be obtained
by the help of grammar, and by good ufe,
which prevails among all people of diftinction,
as theyare under a neceflity to fpeak goodlan-
guage ; tho to do it purely and elegantly is
the effett of ferious ftudy. Declamation, of
which Quintilian treats very exa&ly, and
without which, as he fays, imitation, the very
. Joul of eloquence, is imperfeit,depends on few
principles, and almoft intirely on a natural
talent. Verfification confifts of an harmo-
niousmeafure in its cadence, turn, and rhyme;
which things indeed require refleGtion, yet
by reading and pralice may become fami-
Har. ‘

Bu 1, in defigning and colouring, the cafe
is otherwife ; for they require an infinity of
knowledge, and obftinate ftudy. In the
former, there muft be fuch an exaéinefs of
fight, for determining the various dimen-
fions of vifible objects, and fuch a great habit
for fettling their outlines, that, as Michael
Angelo {aid, the compaffes muft be in the eye,
rather than in the band, D

Ee
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DesieN implies the knowledge of the
human body, net only as it commonly ap-
pears, but as perfet as it ought to- be,
and agreeable to the original intention of
naturé ; ‘tis founded on fkill in anatomy,
and in the pr?ortions, which are {ome-
times ftrong and robuft, at other times de-
licate and elegant, according to age, fex, and -

- condition. And this point alone requires

many years ftudy and refleCtion. .
Dgs 16N alfo obliges the artift to under-
ftand geometry perfeitly, for the fake of
exa@ perfpective, which.he has an indif~ .
penfable occafion for in every thing he does.
DEesieN likewife requires an habit in
fhortnings and outlines ; in which the variety
1is as infinite, as the number of a##itudes.
'IN defign alfo is included the knowledge
of l¥hyﬁognomy, and the expreffion of the
paffions of the foul; which are very necef-
fary and valuable parts of painting.
CorouriING re?eﬁs the incidence of
lights, the artifice’ of the claro-obfcuro, lo-
cal colours, the fympathy and .antipathy of
particular colours, their agreement and union
with one another, their acreal perfpective,
and the effe@ of the whole together. All -
thefe knowledges depend on the fineft and

.moft abftracted phyfics. '

- I smourp never have done, if I was to
mention all the various ways, which painting
has to exprefs its thoughts ; and, by Wllx:xat I

o , have
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have faid, it appears to be as fruitful in in-
vention as poefy, for pleafing and deceiving
the eye, and affeting the foul.’ .

B u Tt tho’ thefe two arts be fifters, and very
like .in whatever is moft refined, yet we
may afcribe to panting, feveral advantages
over poetry ; fome of which I fhall here
fet down. -

In effed, if poets were allow’d .to chufe
- their language, as foon as they had given
the. preference to one, and fixed opon it,
they would fcarce be. underftood by more
than one nation : whereas painters have
only one language, which imitates ( if I
- may be fuffered to fay fo) that which God
- gave to the apoftles, and which all nations
- were to underftand. S

PainrIng befides difplays. itfelf, and
enlightens us, all atonce ;. whereas poefy goes
not to its end, and. does not produce its
effe, but by making one thing fucceed an~
other. Now, what is concife, fays Arzfotle,
is more agreeable, and affeCts in a more
lively manner, than what is diffufe. And
if poefy increafe pleafure by the wariety
of its epifodes, and a detail of circumftances,
painting can alfo reprefent as much of thenr
as it pleafes,and by feveral piGtures enter into
all the parts of an action : and in whatever
manner it expofes its works to view, the
{pectator is not fuffered to grow tired. Paint-

. - ing
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ing therefore yields'a more llvcly pleafure
~ than poefy.

.Bu Tt painting has this farther advanmge
that it is conveyed by a fenfe which is the
moft fubtile, and the moft capable of move-
ing us, and raifing the paflions; I mean,
‘the fight : For the things, fays Horace,
which enter the mind by the ears, take a
much longer ay than rhofe which enter by
the eyes, which are more faitbful am' Jurer:
evidences than the ears. -

Ir; after-this firft emotion, we wezgh the
cffects produced in the mind, it mutt be al-
lowed, that it is the property of both arts to
m{’tru&:  but that painting does it more gene-
rally : it 'inftru@s the. ignorant, as well as the
learned. - Without the affiftance of painting,
we find it difficult to fathom the other arts;
becaufe to apprehend them it is neceffary to
have demonftrative figures: and it is only for
want of thefe thatthe works of Vizruviys,and
of the antient Hiero, who treats of machmcs,
appear to s fo obfcure. But further : Of
what profit is not painting in books of travels?
Nay, is there any {cience, to the perfect
underftanding of which painting is not ne-
ceflary ? ‘Can Topography, Medals, Devices,
Emblems, treatifes of Plants, or of Anrimals,
be without the affiftance which painting is
always ready to afford them? To begin with
facred -ftory, what gladnefs, mixed with ve-

, neration,
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neration; fhould we not entertain, had
painting handed down to us the magnificent
Temple of Solomon 2 What pleafure fhould
we not take in reading the hiftory of Pau-
Jfanias, which defcribes all Greece; and leads
us, as' by thehand, through the divifions of
that country, if this work were accompa-
nied with demontftrative figures?

IF the chief end of poefy be, to imitate
the manners and actions of men, painting

has the fame object ; but proceeds in a more. -

extenfive manner : for it cannot be' denied
but that painting imitates God in his omni-
potency, in the creation of vifible things ;
that is, the poet indeed may defcribe them
by the force of words, but words will never
be taken for the things themfelves, nor can
they imitate that omnipotency, which at
+once becomes manifeft by -vifible creatures,
Now painting, with a few colours, and, as
it were, out of nothing, fo well forms and
reprefents all things, whether on earth, in
the waters, or -in the air, that we believe
them to be real ; for the effence of painting
is todeceive the eye, and furprife us,
Bur one thing I will not pafs by, which
is in favour of poefy: it is, that epifodes
give the greater pleafure in the courfe of a
oem, the more imperceptibly they are
Erought in, and interwoven with the reft.
Now painting may indeed reprefent all the
fa@s of ftory fucceflively, in feveral Pi&m;sx ;
t

'

=
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but cannot {hew either the caufe or the con-
nexion of them. ' ’
HaviNg now drawn a parallel befween
thefe two arts, our next bufinefs is, to
anfwer fome objections. - :
" ’T1s faid, that painting borrows of poefy;
that Ariftotle aflerts, That the arts, which
require manual performance, are lefs noble
on that account : In a word, That poefy is
wholly fpiritual, but painting is partly [pi-
ritual, and partly material.

.1 ANswER, That the mutual affiftance
which arts afford each other, fhews that
neither of them can difpenfe with the reft.
And it is fo certain, that painting borrows
no more of poefy, than poefy does of paint-
Ing ; that the falfe divinity, which gave rife
to fables, had not been made ufe of by the
poets in their fitions, if paintersand fculptors.
" had not originally fet them before the eyes
of the Egyptians for their adoration, ,

- Ovip fays *, That Venus, the goddefs
whom the pens of authors bave made fo fa-
mous, bad been fill under water, did not
Apelles’s pencil make ber known. As if poefy
had publifhed her beauties, but painting had
traced her figure and charadter.

* De Arte Amandi.

8i Venerem Cous nunquam pinxiffet Apelles,
Merfa fub aquoreis illa lateret aquis.

T "HoraAck,



274  Whether Porsy &e

- HorAcE, who had indeed a great tafte
for painting, tho’ he devoted his fortupe and -
reputation to poefy, fays, Tbat painters and
poets bave always bad the liberty to under-
take any thing. Thus he owns, that, in
matters of fiction, their power is neither li-

ited nor reftrained.

\ I'r we pafs from fable to hiftery, which
‘is another fpring for both painters and poets
equally to drawat, we fhall find, - that, ex-
cepting the facred writers, moft others have:
written according to their paffions, or accord-
ing to the memoirs which they were furnithed
with ;.and therefore have left us room to
doubt of many fa&s, which are often vari-
oufly related. But the hiftorical fa&s of
greateft certainty, according to the beft
judges, are fuch as we fee eftablithed and
confirmed by antique medals and bas-reliefs,
or elfe by the paintings with which the pri-
mitive Chriftians adorned the fubterraneous’
places, where they performed their worfhip :
and thefe places were in Rome, and other
partsof Jtaly. Baroniusrelates, that the people
- of Rome, having difcovered another city under
~ground, were tranfported to fee in painting

what they had read in hiftory. In effect,

Bofius and Severan, who have written large -
volumes upon Subterranean Rome, difcover
to us, in the paintings which are preferved
to this day, the antiquity of our facraments,
the way in which the primitive Chriftians

‘ - N offered
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offered their prayers, and buried their
martyrs, and feveral other particulars re-
lating to the myfteries of our religion.

WhaaT is it we do not learn from antique
medals and fculptures ; variety of temples,
altars, viGtims, vafes, pontifical ornaments,
and xmplcments for facnﬁcc all forts of arms,
chariots, thips, inftruments of war, either for
' attackmg or defending towns ; the feveral
crowns, according to the feveral kinds of
dxgnmcs and vicories ; fo many various head-
drefles for the women,’ and fuch a diverfity
of habits, accordm%to times and places, in
peace and war ? What books, can give fuch
certain accounts of the cuftoms and ufages
among the Romans, as what we learn_from
the {culptures of thofe times ? The bas-reliefs
of the Trajan and Antonine plllars are filent
books, where indeed we find not the names
of thmgs but the things themfelves which
were in ufe, at leaft in the times of thofc
Emperors,

ThHosE who have trcated ﬁf the relxgxon
" of the antient Romans, their encampments,
allegorical fymbols, 1conology, and fmages
-of their gods, could bring no better proaf
of their affertions, than from the antique
-monuments of bas-reliefs and medals.. In
hort, thefe, and the antient paintings afore-
faid, are the moft infallible (Pa rces of eru-
dmon and ’tis for this reafon we fee amon
" the learned fo great a curiofity and keenm:ig

: T2 after
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after medals, graved ftones, and other things
in the fine arts, which bear the ftamp of
antiquity. From all that I have faid, both
of fable and hiftory, we may conclude, that
poefy borrows at leaft as much from paint-
ing, as painting does from poefy. o
As to Arifiotle’s aflertion, That the arts
which require manual performance, are lefs
noble on :that account; and as to what is
added, That poefy -is wholly fpiritual, but
painting is partly [piritual, and partly mate-
zial ; 1 an{fwer, that the hand is no other
- to painting, than words are to poefy ; both
are the fervants of the mind, and the cha.
nels for conveying our theughts : and as to
the underftanding, it is the fame in both arts,
Horace, who has laid down fuch excellent
rules for poefy, fays, * That a picture keeps
in equal fufpenfe both the eyes-of the body, and.
thofe of the underflanding. - What they call
the material part in painting, is nothing elfe
but the execution of that {piritual part which
is allowed it, and is properly the relult
of the painter’s thought, as declamation is
_the refult of ‘the poet’s. But the art of exe-
cuting a thought in painting differs very
“much from that of rehearfing-a declamation
‘in a tragedy ; for this laft requires but few
‘precepts befides the outward talents of na-

* Su lpcndit picté  wultum  mentemque  tabelld.
Epift. 1. 4. ii. '

ture;
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ture; whereas the execution of painting re-
quires much reflection and knowledge. The
declaimer need little more than give himfelf
up to his talent, and enter thoroughly into
his fubje@. I know indeed, thatRo/cius the
comedian acquitted himfelf with fo much
force, that for this reafon alone, fays Cicero,
* bis death ought to be lamented by all worthy
men'; or rather, he ought to live for ever.
But the painter muft not only enter into his
fubject; but, as we have obferved, he muft
be very fkilful in defign and colouring, and
exprefs, in a delicate manner, the various
looks of perfons, and the emotions of the
foul. In any of thefe, the hand has no
part, but as it is guided by the head. Paint-
ing therefore, properly {peaking, has no-
thing in it, but what is the effect of a pro-
found fpeculation. Even the bare motion of
‘the pencil contributes to give objects their °
foul and charaer. '

It is further alledged, that the reafoning
faculty, the moft precious inheritance of |
man, which is found with all its ornaments
in poetry, is not foundin Kainting. _

WhHa AT I have been juft faying, might be
more than fufficient to remove this objection ; -
but I will clear it up a little further. It
muft be obferved, that arts being only imita-
tions, the reafoning, which is in a work,

. Pr; Archid, ' S
| T3 paffes
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pafies only into the mind of him who judges
of it. Let us therefore fee, whether the
{pectator does not find a reafoning in paint-
ing, as well as the ftudent does in poetry.
By the word reafoning, is underftood ei-
ther the caufe and the reafon, why a work
‘has a' good effe@ ; or elfe the at of the
- underftanding, by which it knows one thing. .
"by another, and from thence draws con-
‘clufions. If, by the word reafoning, be
underftood the caufe and the reafon, why a
work has a good effect, there is as much
reafoning in painting, as in poefy ; becaufe
. 'both arts a&t by virtue of their principles.
‘And if, by the word réafoning, be meant
‘the act of the underftanding, which infers
‘one thing by the knowledge of another, it
will be found, when occafion offers, as
‘much in painting as in poetry. The beft
way to-demonftrate this truthis, by view-
ing fome picture, to which we may have eafy
recourfe,  The paintings in the Luxembur,
allery, reprefenting the life of Mary ﬁ
%deicis, would be fo many proofs of it.
Among thefe I fhall fingle out Lewss XIII,
as being moft known, ~
Uraon viewing this pi€ture, we may, for
‘example, infer, that the delivery happened in
"the morning ; becaufe the fun appears in his
chariot to be rifen, and taking his courfe up-
wards. 'We may alfo infer, that this delivery
was happy, by the conftellation Caflor,
T which
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which the painter has fet above in the picture,
as the 'fymbol of favourable events. On a
fide of the picture is Frustfulnefs, turning
towards the Queen, and fhewing her, in an
horn of plenty, five little infants ; alluding
to the number which this Princefs fhould
bear. In theQueen’s figure, we may eafily
judge, by the rednefs of her eyes, that fhe
had been fuftering the pains of child-bed ;
and yet, by thofe eyes, amoroufly inclined
towards the new-born prince, and by the
lineaments of her face, which the painter
has divinely managed, it is eafy to obfervea
double paffion proceeding from the remains
of pain, and the beginning of joy : from
whence may be drawn this confequence,
. that her maternal love and joy, at bringing a
Dauphin into the world, had made her forget
the pains of child-birth. The other pi¢tures
in the fame ‘gallery, which are all alle-
gorical, afford matter for reafoning from
the {ymbols, which fuit the fubje&s and
. circumftances the painter was difpofed to
- handle. :

THE RE is no fkilful painter who has not
fhewed the like reafoning, when his work
‘requires it: for tho’ reafoning may enter
both into poefy and painting, yet productions
of thefe two arts are not always intermixed
with it, nor fufceptible of it. Owvid’s Me-
tamorphefes, tho® poetick works, are moftly
but defcriptions, It is true, the reafoning
’ T4 which
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which is found in painting, is not for all
forts of underftandings. Yet thofe which
are a little above the common level, take
pleafure in diving into the painter’s thought,
in difcovering the true meaning of his
piture, by the fymbols he makes ufe of in .
" 1t, and, in a word, in underftanding the
langhage of the mind; which language was
defigned not ultimately, but only itnmedi-
ately for the eyes.

- Too great facility in difcovering, ufually
leflens the defire of it ; for which reafon, the
firft philofophers thought it proper to couch
truth under fables, and ingenious allegories,
that their fcience might be fought with
greater curiofity, or elfe more firmly rooted
by keeping the underftanding attentive,
"This management makes a much greater im-
preflion on the underftanding and memory, as
it more agreeably exercifes the attention. Our
Saviour himfelf took the fame method of
inftruction, that his comparifons and para-
- bles might keep his hearers more attentive
to the truths they fignified.

IN painting, conclufions may be alfo
drawn from the attitudes, expreffions, and
paffions of the foul: and we perceive, in
converfations and dialogues, the very fenti-
mentsof the figures. In the Annunciation,
for inftance, when the Angel approaches the
Virgin Mary, the {peCtator may eafily de-
termine, by her expreffion and attitude, the

' very
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very time the painter has chofen, and whe-
ther this happened when fhe was troubled
at fo unexpected a fight, or aftonifh’d at the
Angel’s propofal, or when confenting with

fuch humility as made her fay, Bebold the

Jervant of the Lord, and fo forth.
It is plain, that Ariffotle himf{elf make’s no
~difficulty to allow reafoning to this art, when
he fays, That painting infiruéts, and finds
matter for reafoning, not only to philofopbers,
but to all men. And Quintilian owns *, that
painting penetrates the underfianding fodeeply,
and moves the pajfions fo lively, that it appears
to hawve more force than any [peech whatever.,
For the reft, reafon is not only found in
painting, but there difplays ornaments, ele-
gancies, agreeable turns, and fublimities, as
well as poefy. Harmony, which introduces
both arts, and procures them a gracious re-
ception, is indifpenfable in both : for we draw
from colours an harmony for the eye, as we
do from founds an harmony for the ear.
Bur, fay fome, whatever reafoning we
affign to painting, it can never be fo brightly
nor ftrongly exprefs'd as by means of words,

. I aAm very fenfible, that expreflions may
be attributed to words, which painting can
but imperfeitly imitate; but 1 know too,
that poefy is very far from exprefling, with

* Piftura, tacens opus, & habitus femper ejufdem, fic

in intimas penetrat ?’eﬁm, ut ipfam vim dicendi non-
nunquam [uperare videatyr. L. 11. c. 3. ‘
. fq
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fo much truth and exaCtnefs as painting, the
things which fall under fight. Whatever de-
fcription poefy gives of a country, whatever
pains it takes to reprefent the look, linea-
ments, and colours of a face, it always leaves
the underftanding in the dark and uncertain,
and never comes up to painting. We have
feen feveral painters, who, not able, in words,
to give an ‘idea of perfons whom they were
obliged to know, have made fingle-line
fketches of them fo exad, that they could
not be miftaken. The very men, whofe pro-
feflion it was to perfuade, have often called
in the affiftance of painting, inorder to touch
the heart ; becaufe the mind, as we have
made appear, is fooner and more lively moved
by what firikes the eye, than by what enters
‘at the ears. Words, they fay, are but wind,
but examples are moving. On this account,
according to Quintilian *, who has laid
down the rules of eloquence, the advocates .
in criminal caufes ufed fometimes to fhew &
. pitlure, reprefenting the falt they were em-
ployed about,in order to move the bearts of the
Judges by the enormity of the fait, The poor
in antient times took the fame method for de-
fending themfelves againft the oppreflion of
the rich,as Quintilian alfo attefts 4 ; becaufe,
fays.he, the money of the.rich could eafily
gainwoices. But as foon as the pilture, repre~
* Lib. 6. -
1+ Del. 252, A
. Jenting

4
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Jfenting the injuftice, appeared to the bench,
it wrefled truth from the hearts of the
Judges, in favour of the poor perfon. The
reafon is plain : Words are only the figns of
things, whereas painting fhews truth in a
more lively manner, and moves -and pene-~
trates the heart more ftrongly, than can be
.done by difcourfe. In a word ; ’tis the ef-
fence of painting to fpeak by things, as that
of poefy Is to paint by words.

"Bur fome fay, that painting fpeaks not,
nor is underftood, by things themfelves, but .
by the imitations "of things. =

I ANswER, Thatis thevery thing which'
raifes the value of painting; fince by this
imitation, as we have obferved, painting
pleafes more than the things themfelves.

I couLp herealledge a great many of the
beft authorities in fupport of the merit of
painting, if I was not afraid of making this
difcourfe too prolix and too fhewy. I have
therefore contented myfelf with obferving,
how imperfe& an idea fome have had of the
art, and the preference which for this reafon
has been given to poefy. I have endeavoured
to thew the natural conformity between the
two arts ; and.touch’d an fome pre-eminen-
cies, that may be afcribed to each of them. I
have anfwered fome obje&ions, which have
been made to me ; and, in fhort, have done
what I could to preferve to- painting the
- sank which fome would take from it.

A
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A
DESCRIPTION
OF

 Two Pieces of ScuLpTURE, in the
Poffeffion of Monf. L Hay, done

Seign. Zumzo, a Gentleman of
SicILY. ’

YHE author of thefe two pieces, one
-of which reprefents zhe nativity of -
Cbrift,and the other his burial, has been often
heard to fay, That be chofe thefe two _fubjets
in order to exprefs twe different papions, joy
and grief. For this purpofe, he has chofen,
in the ftory of the marivity, the arrival of
- the thepherds, when they come to acknow-
Jedge and adore our Sgviour, who, according
~ to the Angel’'s words, was to be,- to all the
world, the fubjeit of great joy. Inthe flory of
the bursal, he has fixed upon the time when,
&odﬁpb of Arimatbea baving begg'd the
y of Fefus, the Virgin and other holy
women attending her, exprefs their gricf.
And as this happy genius was very fenﬁl])f:,
. : that
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that colouring would be of infinite advan-

tage to fet "off his work, and give a value

to his expreflions, he has accordingly coloured

it, and by thissmeans made both the car-

nations and draperies appear with greater

truth. : ' o
The Nativity.

T Q follow the text of the Scripture, the
author has laid the {cene in a place deftitute
of all things; which, as appears by the
ruins, had been antiently a temple for idols,
but was now only fit tobe a covert for beafts ;
and at beft a.ftable open to the. firft comer.
The author has introduced into_his compo-
fition fome magnificence ; to thew, by this
- oppofition, the poverty of Cbriff, and the
eftablifbment of Chriftianity on the ruins of
Zdolatry. He further confidered, that in
order to contribute to the joy which he. in-
tended to exprefs, he might, without abating
the idea of the poverty of the place, in-
troduce fomething of antient fcuﬁnturc,_ in
order to awaken the tafte of the {peGator,
and renew the pleafure which judges take in
fuch valuable remains of antiquity. Befides,
as nothing can be more humble, nor more
grand, than the birth of the Son of God,
the author endeavours to allude to both, by
mixing the ruins of a magnificent building
with the beauty of its remains.
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THE fculptor has alfo introduced twenty-
four figures, and fix beafts of feveral kinds.
The Virgin and her Son are in the middle
of the piece ; fhe appears in ‘a modeft cha-
racter, but infinitely. pleafing ; and the child,
preferving the figure of a new-born infant,

difcovers, by his action, fomething more
" than human, - '

WE may obferve a great variety in the
figures, by their " different faces, chara@ers,
_ fexes, ages, attitudes, and expreffions. Four
fhepherds are taken up, in confidering, near
at hand, the child and his mother, whom
the Angel had pointed out to them. To the
right are four others round ffo/eph, who ex-
plains the myftery to them, of which they
are witnefles. The fhepherds difcover in-
different ways the effects of grace, by the
jay they exprefs for this inftruction.

OTHERS, on the fore-ground, and full
of fear, adore the Saviour who is born to
them.

ON the left fide, are fome fhepherds dif-
courfing of what they fee: one of them is
calling o others farther off to haften and
partake of the novelty of the fight.

I~ the clouds over Chriff and the Virgin,
are four Angels, fuppofed to be fent from
Heaven to make the fhepherds acknowledge -
their Divine Mafter, and ‘with them to
worthip him, s D

THE
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. THE drefles, draperies, head-attire, and
every thing elfe belonging to the figures are
fo perfectly proper for them, that whoever
examines particulars, muft needs admire the .
diverfity and probability. The expreffions
efpecially are fo lively, and make fuch an.
impreflion on the mind, that they force
our attention. In one we fee admiration, -
in another fimplicity, in another furprize,
in another devotion; and each object de-
notes a fine choice of charaGter. The:
figures are moft juftly defigned, in a great
tafte, and in a manner proper to their condi-
tions. 'We may alfo admire the tendernefs
of the carnations, the fine folding of the
draperies, the truth and contraft of the
attitudes, the difpofition of the groups, and-

the diftancing of the grounds. - -
THE whole work is highly fini(h'd;
and the exat truth, that is obferved in
all things, even to the plants and other
minute circumftances, yields great plea-
fure.  The very colours, which ufually
little agree with fculpture, are managed
with a certain moderation, which gives the
whole a greater probability. Among other
things, one of the ftatues a pears to be of-
old marble, ftained and weather-beaten, and
is very deceiving. In fhort, the whole com-
pofition difcovers a wonderful harmony, and
exprefles the fubje@ with all the agreeable-

nefs imaginable, '
The
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The Burial,

" THE author of this excellent piece has

chofen, as we have obferved, the moment
when Fofeph of Arimathea, having taken
~ down from the crofs the body of Fefus,
leaves it, for fome time, to the care of the
“chief perfons who loved him in. his life-time.
The fituation of the place, which is rocky,
fuggefls to us, that the {cene is not far from.
the place intended for his burial.

Curist, his Mother, St. fobn, the three
Maries, three dngels, ‘fofeph of Arima-
thea, Nicodemus, and the Centurion, who
acknowledged Chriff’s divinity prefently af- -
ter his death, are the perfons who compofe
the ftory. .

In the middle of the piece, is Chriff's
body, carelefly, but naturally, laid out on a
ftone which is covered with a theet ; the dif-
pofition is fuitable to a motionlefs body,
yet fo fwayed, (as if by chance) as to move
the fpetator’s compaflion, even to weeping.
The figure is {o noble and delicate in pro-
portion, that even in fuch circumftances we
are ready to believe it to have fomething di-
vine, The Virgin is next to the body, and
refts his headupon her knees, in order toview
it the better: her body is bent forwards,
her arms raifed, in a pofture exprefling
tendernefs, and all the feels upon feeing the
- prefent condition of her Son, and ber God.
3 . S ‘THE
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. ‘THE holy, women of her company, with
hearts overflowing with grief; difcover each
in her way the force of compaflion, at the
fight of fo moving a fpeGtacle. The notion "
thefe women had of Chrift’s divinity might
indeed well have quieted their fpirits, and
effaced all figns of affliGtion ; but their love
for their mafter, thedutrages he had fuffered
in his life-time; and his thameful death,
‘would not let them intirely forget the late
tifgraces which they had feen him fuffer. Our
Saviour indeed had told them of the necef-
fity for his fufferings, and of his approaching
. fefufrettion ; but that only could allay the
unbounded tranfports of an extreme forrow ¢
Accordingly; we do not here difcern any
outward expreflion of an abandoned grief,
but only all the tokens of an heart, which, -
in the excefs of its lové, is indeed perfectly
fenfible of Ehrift’s f%eed'y triumph, but yet
-tnore imployed in the remembrance of his
fufferings. “ ' o
- St. Joun is placed to the left, leaning
againft a rock, in a deje@ed pofture, holds
in his hand the nails with which his mafter
was faftened to the crofs, and feems to
inake refleCtions on the pains . they oc--
tafioned: _

ON the fame fide; is' Mary Magdalen,
placed at Chriff's feet, which fhe kifles with
love, and feems to have bathed with her
tears; and to wipe with her fcattered hair,

: as
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as the had before done in the houfe of Simon
the Pharifee. . , f
T u E other two women, next the Virgin,
are one kneeling, and the other ftanding;
“this laft bows her bedy, her head inclines to
one of her fthoulders, and fhe wipes her eyes
with her linen veil. ‘Fhefe women exprefs
ftrongly, tho’ without any violent emotion; a
mixture of grief and tendernefs, with which
their hearts are deeply affected.
~ THE two old men, pehind thefe women,
in the corner of the piece, are Nicodemus
and the ‘Centurion, and feem to be dif-
courfing very carneftly of the injuftice with
which the Fews condemned innocence it-
felf. o
Josepu of Arimathea, a little more
forward on the fore-ground, in a ftanding
pofture, with one hand on his fide, and the
other on his breaft, in a noble attitude,
with his eyes fixed on- Chbriff, is pondering
on what he fees. The whole of his action,
however, fhews, that he is’more taken up
with the faith he had received, and with
the greatnefs of the myftery of re-
demption. .
_THue tafte of defign in this ftory is won-
derfully fuitable’ to the figures which com-
fe it :- *Tis moving, elegant, and noble,
in- Chrift and the women; and mere robuft
and bold in the three old men, each accord-
ing to the diverfity of his nature; for St.

Fobn's
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Fobn's charalter of defign is between the
delicatenefs of Chriff, and the more heavy
proportion of the other figures; and yet
all the proportions, in their kinds, are per-
fectly exact, '
THR E E Angels above, overChriff, make a
group agreeably varied by their contrafted atti-
tudes, and by the variety of their expreflions
and colouring : In their chara@er they are
infants, defigned like women; I mean,
with the fame delicacy. ‘
Cons iDERING the difficulty to pradtife
colouring in fculpture, ’tis aftonithing to fee
how well the author has acquitted himfelf
here. - The carnations are fo fkilfully
managed, and finely oppofed, that they
cannot be enough admired ; and the local
colouring fo ordered, as to raife the value of
one colour by comparifon with another.
‘The fheet, for inftance, under Chriff’s
body, gives to the fleth a great chara&er of:
truth, by the comparifon of thefe two
colours. . ’
I~ order to draw the eye to Chriff, as
the principal figure, the author has cloathed
the Virgin, and Mary Magdalen, in a {weet
brown colour, which makes the light, that
falls upon the body of Chrif?, appear more
lively and confpicuous. ‘ R
THE woman on her knees, between the
Virgin and the other Mary, contributey
much to the effet of the claro-obfcuro, in
' U2 diftinguith-
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diftinguifhing, by the obfcurity, the figurcs
ihe feparates. , - '
‘Tre colour of the cloathing of Nicode-
mus, and of the Centurion, throws off and
brings forwatd the figure next to them.
" JosepH of Arimathea is in. purple ;
which not only denotes a man of diftin&ion,
but, being of a ftrong and brifk tone, agfees,
according to the rules of art, with the fore-
ground hgures, and, on the meeting of the
colours, coritributes to the harmony of #hbe
awhole together. Bat this figure is more con-
fpicuous than others, not only by the colour
of its cloathing, but alfo by the work of the
head ; which is a mafter-piece of art. He
is old, and his face full of wrinkles; but
thofe are fo learnedly managed, as to exprefs
thie look of a man of a found underftanding,
after a ftrong, tender, and finithed manner;
but tho’ this head is wrought with the utmoft
exadnefs, yet it does not fmell atall of the
labour : The pains it coft was pains to the,
underftanding, and from thence it imme-
diately flows. The patience it required was
owing rather to the pleafure which the auther
took in the work, than to any neceffity of
bringing it to a conclufion, Every thing
therefore is finithed in this particular figure

~_ but every thing there is full of fire 5 and the

manual performance, fupported by a fine
genivs, and profound knowledge, bath osr=

.-
-
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tainly made this piece of art worthy of the

~ greateft admiration.

THuys our learned fculptor has woven

with this mournful fubjet all the tiaccs of

which it was capable, has given all the proofs
of a profoynd and ingenious fcience, and
‘thus “has confecrated this wark to pofterity.
Yet, after all the carg that could be taken in
a faithful defcription of bath thefe pieces,
’tis impafible, by bare reading, witheut a’

fight of the works themfelves, to/conggive &

Ju& xdca of all their beauties,

‘W3 . THE
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: T HE
BALANCE

OF

PAINTERS

OME perfons, curious to know the
degree of merit of every painter of
eftablithed reputation, have defired me to
make a kind of balance, where I might
fet down, on one fide, the painter’s name,
and the moft eflential parts of his art, in the
degree he poffefled them ; and, on the other
fide, their proper weight of merit ; fo as,
by collecting all the parts, as they appear in
each painter’s works, one might be able to
judge how much the whole weighs.

TH1s I have attempted, rather to pleafe
myfelf, than to bring others into my fenti-
ments : Opinions are too various in this
point, ‘to let us think, that we alone are in
the right. All I afk is, the liberty of de-
claring my thoughts in this matter, as Iallow
others to preferve any idea they may have
-different from mine. Co

THE.
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Tue method I bave taken is this; 1
divide my weight into twenty parts, or
degrees. The twentieth degree is the higheft,
and implies fovereign perfettion ; which no
man has fully arrived at.  The nineteenth is
the higheft degree that we know, but which
no perfon has yet gained. And the eighteenth
is, for thofe who, in my opinion, have

come neareft to perfetion’; as the lower.
figures are for thofe who appear to be fur- -

ther from it, o

I HavE paft my judgment only on the
moft noted painters, and in the enfuing ca-
talogue have divided the chief parts of the
art into four columns; to wit, Compofition,
- Defign, Colouring, and Expreffion. By
Expreffion, 1 mean pot the charatter of
any particular obje&t, but the general

thought of the underftanding. And thus,
againft each painter’s name, we fee his de-
gree of merit in a]l the aforefaid four di-

vifions.

- WE might introduce, among the moft’

noted painters, feveral Flemings, who have
very faithfully thewn trith of nature, and
been excellent colourifts ; but we thonght
it better to fet them by themfelves, becaufe
their tafte was bad in other parts of the
art. ‘
.IT now only remains to be obferved, that

a5 ‘the eflential parts of painting confift of -

many other parts, which the fame maflers

U 4 " have
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have not equally poflefled ; ’tis reafonablq
to fet one againft another, in order to make
a fair judgment. Thus, for inftance, Com~
pofition arifes from two %rts 3 vize In-
vention and Difpofition. - Now a painter
may poflibly be capable of inventing all
the objects proper to a good 'cquo(iion; "
and yet not know how to difpofe them, fa
as to produce a great effe®. Again, in b.g,__
JSign, there is tafte and correCtnels ; and a
“pi¢ture may have one of them only, or elfe
both may appear jointly,.but in different
degrees of goodnefs; and by comparing one
with another we may make a general judg-
ment on the whole. , f

For the reft : Tam not fo {ond of my
own fentiments ds to think they will notba
feverely criticized ; Bu't I muft give notice,
that in order to criticize judicioufly, one
muft have a perfedt knéwledge of all the
parts of a picce of painting, and of the rea-
fons which make the whole good; for many
* judgeof a picture only by the part they like,
and ‘make no acceunt of thofe other parts
which either they do not underftand, or da
potselih, ¢ oo
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S A
CATALOGUE
OF‘ THE

- Names of tbe moft nou:d PainTe Rs,
and their Degrees of Perfection,
in the Four prmc1pal Parts of
Painting ; fuppofing abfolute Per-
fe&tion to be divided into twenty
Deorrees or Parts. |

SR T

US| &%

names [T

, ot HF 1

A R

Albang B 114{14}10; 6

 Barocchro o 14l1¢] 610"
Baffano, Facdmo : 6| 817
Belino, Yobn - - 4] 6lig

Bourdon 10| 81 8 4

Le Brun - 1018 816
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o

NAMES g

5

. C ot
"The Caracches 15
Da Caravaggio, Polydore |10
Correggio 13
Dg Cortena, Pietrg 16

D.
Diepembeck 1
Dominichino 15
Durer, Albert 8
Giorgione ~ 8
. Giofeppino 10
Guerchino 18
Holbein, Hans 9
L
*fordano, Luca .. 13
Fourdaens, Fames 10
Lanfranco {14
- Van Leyden, ' Lucas 8
i M.
Michael dngelo Buonarotti L 8
Michael Angplo da Caravaggiol 6
Mutumo o 6
P,

Palma the elder 5
Pali:a the younger 12|

*3foq

A E' 'fx;.am[og‘
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R

- NAMEs,

karmg/"ah ‘

Penns, Francifeo il Battore |
- Del Piombo, Baptifia

Peruging, Pietro
Pordenon-~ =~
Pourbus. . .=
éguﬁn e

Primaticcig ™ ¢

Rembrant
Reni, Guido
~ Romano, fulio
Rubens ‘

S.
Salviati, Francifco
«Santio, Raphaele

Del Sarto, Andredl.
Le Seur

T.
Teniers

. Tefta, Pietro

Tintoret
Titian

U.
Del Vago, Pierino
Vandyke
Vanius

De Udine, obn

.Y

5| i

133

17

14

L]

O 00 O

et
oo

Iy
Q

1y
18

I3

J2
Iy

rg
11

I2

1y

I5]:

13

55 [55-
66
‘8] q,
'16]. 7
Iqf 4
171 5
6| 6
6 11.5.
7|10
17{12
9|12
4114
17{17
8] 8
1218
9| 8
4115
131 6
o} 6
16] 4
18] 6
71 6
17|13
12{13
16 3
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 NAME&‘ %‘

N

’ D¢
Verang/'e, Paolo Caglzart I;’
Venius Otho 13

'Da Vinci, Leonardo ~ {15

Da Polterra, Damelc 12
Zuccharo, T addeo ‘ 13
Zuccharo, Erzdmca 10|

- FINL s,;" -

i
DO  tah 8

Bu§| o)

e e—

[0 op G d| iy

e

-
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32 Painting. Du PiLEs (Monsieur) The Principles of Painting, under the Head
of Anatomy, Attitude, Accident, Architecture . . . etc., etc. In which is con
tained an Account of the Athenian, Roman, Venetian and Flemish Schools
To which is added, the Balance of Painters. Being the Names of the most note
Painters, and their Degrees of Perfection in the four principal parts of thei
Art. Written originally in French. Now first translated into English, by .
Painter. Illustrated with 2 plates. 8vo, contemporary calf 10/- London, 174

Mcleish Z/05 ord 19V 1937.
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