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TO THE

- PRESIDENT - AND COUNCIL

OF THE

ROYAL ACADEMY OF PAINTING,

IN LONDON.

GENTLEMEN,

As you have been placed in a diftinguifhed point of
light, by the inflitution of your Academy; I think that
the fame merit, which hath procured for you the favour
of our moft amiable Monarch, defervedly intitles you to
every mark of refpe&t from the public, as well as from
every individual who profefles to have a love for the polite

arts.

It has always been my opinion, that Dedications ought
only to be ditated by an impartial regard to real merit,
az equally



v DEDICATION.

equally as remote from any venal confideration, as from
fervile or mercenary flattery; for which reafon, I de-
termined to infcribe the following work to you, whofe
deferts have juftly recommended you to the patronage of
the moft munificent of Kings, to the favour of the Nation
in general, and to the particular efteem of,

GENTLEMEN,
Your fincere Well-wifher,
and humble Servant, - .

, DuBLin,
Dec. 2, 1770,

. MATT. PILKINGTON.



THE

P R E F A C E

AN early admiration of the Art of Painting, and an eager inclination
to improve myfelf in the knowledge of it, were my inducements to fearch
for inftruétion, among the writers on that fubjeét. Thofe writers I foon
found to be extremely numerous, and very few of them in our native
language ; yet every author I confulted infpired me with an impatience
to proceed; and I extracted from each, what appeared to me moft likely
to prove either inftrutive or entertaining.

However, I obferved in moft of thofe authors, a tedious account of the
artifts in refpe€t of their fingularities in public or domeftic life; their
morals, or manner of living; their families, or the repofitories of their
works ; but, I obferved alfo, that the defcription of their particular ex-
cellencies or defe€ts in the execution of their art; in their ftyle of paint-
ing; in their colouring, or penciling ; were fo blended with other un-
important circumftances, as rendered it exceedingly difficult to feleét
what might prove inftruttive. For, the life of each artift appeared en-
cumbered with a load of defcripjions, which could neither i improve the
tafte or Judoment of a lover of th€ Art, nor {carcely keep the attentlon of
a judicious inquirer awake.

Whoever has carefully read Vafari, Vanmander, Rldolﬁ Sandrart,
and fome other writers on the fubjeét, will, I believe, recolle&, that they

were
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were compelled to contend with abundance of unimproving and unenter-
taining narrative, to acquire fuch a degree of information, in regard to
any artift, as perhaps they ardently fought after. :

I will not impute the tedioufnefs which I experienced, in the original
authors who wrote the lives of the Painters, to any deficiency of judg-
ment or genius; for, it probably might arife from their folicitude to
colle&t every incident that could be procured relative to the artifts of
whom they wrote.

However, although fome writers on the fubject appeared too prolix, I
experienced in others too much of the concife and fuperficial, in their ac-
count of many of the artifts, and particularly in Sandrart; yet, even
that defet might have been occafioned by the want of fufficient intelli-
gence and materials, at the periods when they wrote. But, by examin-
ing with attention the works of feveral authors, what appeared to be
defective in one, was frequently enlarged by another; fo that it feemed
neceflary, from the whole body of the writers on the fubjeét, to colleét
the moft material obfervations relative to each particular artift.

As I had, with fome pains and patience, for my own private amufe-
ment, and to obtain a more extenfive knowledge of the eminent matters,
made many extra&ts from authors of the firft rank, who treated of the fub-
ject of Painting in different languages; it appeared to me probable, that
a complete colleétion of the Lives of the Painters, in our native lan-
guage, might prove not only an acceptable, but alfo a beneficial ptcfent
to the public.

For, although it may be juftly fuppofed, that to perfons of high rank
and education, all the languages of Europe may be familiar, yet there are
numbers of all ranks and ftations, who may feel the utmoft fondnefs for
the imitative arts, and yet be totally unacquainted with feveral of thofe
languages, from which the knowledge of the moft memorable artifts can
be acquired. .

Befides, if we confider how large an expence muft inevitably attend
the purchafing of fo great a variety of volumes, as are requifite for a ftu-
dious and inquifitive lover of the art; the works of fome authors
being exceedingly fcarce, and the works of others fo pompoufly printed
as to be purchafable only by very few ; it (hould feem to be no inconfi-
derable advantage to the public, to enable every individual to have an

eafy
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eafy accefs to that knowledge of the artifts, from which he might have
been excluded, either by the want of a competent degree of polite litera~
ture, or by the want of a competent fortune.

Thefe have been my metives to undertake the work which is now
offered to the public, I haye not adhered to any one author, fo as te be
either a literal tranflator or tranfcriber; but have collefted what feemed
to me moft material from each, and endeavoured, with the utmoft ex-
a@nefs I could exert, to re€tify their chronological miftakes ; to illuftrate
what appeared obfcure ; and to digeft the whole, fo as to be at once in-
ftru&tive and concife.

How far my beft endeavours have correfponded with my intention, the
candour of the public will, I hope, favourably determine.

I perfuade my{elf, that an endeavour to acquire a tafte for the polite
arts ; a defire to obtain a thorough knowledge of them; and a zeal to
diffufe that knowledge more extenfively through thefe kingdoms; cannot
appear an improper employment for the Ieifure hours of an Ecclefiaftic;
particularly of one who, being wholly unambitious, and pleafed with his
profeffion and retirement, has been always more ftudious to improve his
mind than his fortune.

Befides, it canuot but be remembered, that Painting (the moft
pleafing among the polite arts) revived, and was principally nurtured,
by the tafte and inceflant liberality of Ecclefiaftics, till it grew up to
its utmoft perfetion under Raphael. Moft of the Popes, efpecially
Leo X. and Urban VIII. and a number of Cardinals and Archbifhops,
were proud of diftinguithing themfelves as its patrons; nor were the
Monarchs and Prinees of thofe times lefs enchanted with the beauties of
the Art, nor lefs munificent to its profeflors.- Happy times for artifts
and men of genius! when merit was rarely unnoticed, and more rarely
unrewarded.

Indeed it ought to afford a fingular fatisfation to the prefent age,
to obferve the hand of liberality ftretched forth, to raife up the po-
lite arts in thefe kingdoms, from the torpid ftate in which they have
languifhed.

The countenance afforded to the Art of Painting in particular, by his
Majefty, the moft amiable of Monarchs; the zeal of the Nobility and

Gentry of Great Britain and Ireland, who conftitute the Societies of
T ' London
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London and Dublin ; and the impartial diftribution of rewards to the
candidates for fame; muft inevitably fo far animate every artift, as to
make him ftudious to arrive at excellence ; till, in fucceeding times, our
own natives may be as much the admiration of other kingdoms, as the
artifts of Italy have been the admiration of the world. :

No nation has ever been more produtive of men of genius than
Britain ; and where genius is carefled by the Great, and elevated by
Royal munificence and honours, as it is at prefent, what approaches to
perfeétion may we not fanguinely expeét from the rifing generation !

It were, however, to be withed, that our artifts as well as our nobility
and gentry, who either travel abroad for the improvement of their tafte,
or infpet the capital colletions. of paintings in England, could prevail
on them{elves to be more accurate in the obfervations they make, while
they entertain themfelves by contemplating the works of the celebrated
mafters ; fo as not only to be ftruck with admiration while they behold
them, but alfo to penetrate the caufe of fo powerful an effe&t on the
paffions of their minds.

To fee, and to admire, on fuch an occafion, is not fufficient ; for, even
thofe of the meaneft capacity, the illiterate and the unfkilful, can readily
arrive at fuch a degree of tafte. But a refined tafte can only be formed,
by ftudioufly examining the whole, and every part of a compofition ; by
exploring the grandeur of the ideas, the fublimity of the expreflion, the
truth and elegance of the defign, the grace diffufed through the objeéts,
the refemblance of nature in the colouring; and the magic touch of the
pencil.

The true knowledge of the Art of Painting is not {o eafy an acquifition,
as too frequently it is accounted ; nor are all thofe who can plaufibly
defcant on the perfeflions and defets of a piece of painting, to be con-
fidered as folid or profound judges of the intrinfic merit of a perform-
ance. : '

As Painting is the reprefentation of nature, every fpetator, whether
judicious or otherwife, will derive a certain degree of pleafure from fee-
ing nature happily and beautifully imitated ; but, where tafte and judg-
ment are combined in a {peftator who examines a defign conceived by
the genius of a Raphael, and touched into life by his hand, fuch a
fpretator feels a fuperior, an enthufiaftic, a fullime pleafure, whilft he

minutely
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minutely traces the merits of the work and the eye of fuch a connoiffeur
wanders from beauty to beauty, till he feels himfelf rifing gradually from
admiration to ecftafy.

To acquire a well founded tafte for painting, there are many effential
requifites, without which it is fcarcely poffible to dlfcern the real per-
fetions of a pcrformancc.

One requifite is, to be familiarly converfant with hiftory, particularly
the facred, from which many of the fubjets that animated the pencils of
Raphael, and the beft artifts, were compofed. It may indeed appear
fingular, that a ftudious perufal of the Bible thould be recommended to
any perfons of tafte, who ought to be fuppofed to have had an early ac-
quaintance with that book in the courfe of their education. Yet it can-
not but be obvious to every one, that (to the difgrace of modern politenefs)
the facred volume is rather held in. contempt by many of the great ones
of this age ; becaufe that purity of morals which it demands, is incom-
patible with the vices which they praétife. However, if gentlemen,
even in purfuit of their favourite art, could find an inducement to read
it, they might perhaps at the fame time imbibe a knowledge of a fuperior
kind to what they fought, and perceive that, among all their accomplith- -
ments, they wanted a principal one, that of Religion. .

I have been led into this remark, by an incident which not long fince
happened at a public fale of pictures, where a few profefled connoiffeurs
were bufily examining the Paintings, and were very loudly profufe of
their obfervations. Two pieces of Scripture Hiftory, extremely well
executed, attracted their particular attention ; one defcribed St. Peter’s
payment of the tribute-money, the other, his walking on the water.
No commendation of the Paintings was fpared by the connoifleurs ; but,
after confulting with each other what the fubjeéts might be, and none of
them being able to determine that point, one of them openly declared,
that if they knew but the hiftory, the pitures would appear excellent.
Yet thofe gentlemen were perfons of confiderable fortune, and well
bred; and had not their ignorance of the facred hiftory fo fhamefully
dithonoured their education, and expofed their infidelity, none, but their
intimates, would have fufpeéted them to be totally unacquainted with
religion. :
b Another
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Another requifite is, the ftudy of profane hiftory, particularly that of
Greece and Rome ; and of Italy alfo, from the declenfion of the Roman
empire. By fuch a courfe of ftudy, an admirer of Painting may qualify
himfelf to fix on the particular ation reprefented byany artift, even at the
firft view (fuppofing that action to be defcribed in a fuitable and mafterly
manner), and be enabled to judge whether the Paffion and Expreffion be
juft ; whether the Coftume be properly obferved ; whether the Charaéters
are marked agreeably to hiftorical truth; and the Incidents judicioufly
introduced.

Another requifite is, to have a competent {kill in Drawing, and a
knowledge of Anatomy ; that the connoiffeur may form a fteady Jud'rment
of the fwell or the depreffion of the muifcles in different aétions and at-
titudes, of the true proportion of the limbs and extremities of the figures,
of the elegance of the contours; and whether the figures appear juftly
balanced, in whatfoever attitude they are placed ; fo that he will readily
difcern, where the artift has happily fucceeded in his imitation of nature,
and in what refpet his execution is defective.

Another requifite is, to have ftudied Nature, fo as to have impreffed
on the memory, beautiful and exact images of every obje¢t that can enter
into a compofition ; and to have accuftomed the eye to diftinguith what
is gracefully natural, not only in the human form, but in trees, rocks,
rivers, animals, as well as thofe momentary incidents of light, which
agreeably diverfify the face of nature. .

Another requifite (and that not the leaft difficult) is, the ftudy of the
Works of the moft famous Artifts ; to obferve them with fo piercing an
attention, as to difcover their manner of penciling, the force or the
delicacy of their touch, as well as their ftyle of invention or compo-
fition ; for, every eminent artift has his peculiarities in compofition,
expreffion, and defign, as well as colouring, which, when critically
noticed, will diftinguith him from others, whether they be his equals, or
his fuperiors in merit.

It is only by a frequent and ﬁudlous infpe&ion into the excellencies of
the artifts of the firft rank, that a true tafte can be eftablithed; for, by
being attentively converfant with the elevated ideas of others, our own
1Jeas imperceptibly become refined. We gradually feel a difguft at what

_ 1S
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is mean or vulgar; and learn to admire what only is juftly intitled to our
commendation. It is fcarcely poffible that a judicious Reader, who has
improvingly ftudied the beauties of Milton, Shakefpear, and the beft
writers, can defcend to be delighted with compofitions that are compa-
ratively indifferent, althéugh fuch compofitions may have, in par-
ticular parts, a certain degree of merit. A polithed pebble may be
efteemed as a diamond, by one who has never fufficiently attended to
the native luftre of that gem ; but a critical eye will readily determine
between the glitter of the one, and the lovely vivid beam of the other.
Till, therefore, a lover of the Art of Painting arrives at fuch a degree
of judgment and tafte, as renders him incapable of being pleafed with
what is indifferent, he may conclude that his tafte and judgment are ftill
but imperfect. .

Befides, by being familiarly converfant with the works of the beft
mafters, not only the tafte of an admirer of the art will be effectually
eftablithed, but his judgment will proportionably be enlarged and con-
firmed. He will learn, fteadily to diftinguith the ideas peculiar to each
matfter, whether in refpet of the invention, or the difpofition; he will be
inftru@ed to know one malfter, by the airs of the head or the attitudes ;
another, by the dignity or grace of his figures ; another, by a remarkable
mufcular ftrength ; and others, by their elegance, fimplicity, or aftonifh-
ing management of the chiaro-fcuro

By examining the colouring and the penciling of different artifts, who
were excellent, he will difcover what conftitutes the manner peculiar to
each, and qualify himfelf to judge with precifion. He will perceive, that
almoft every artift is remarkable for fome one predominant tint of colour-
ing ; he will obferve, that in fome the yellow predominates, in others
the brown, the violet, and the green. In fome the black, as in Caravag-
gio, Spagnoletto, Manfredi, and Valentino ; in fome a palenefs, as in
Vouet, and Nicolo Pouffin ; the purple, in the Baffans; and in Teniers,
the grey. And by a nice obfervation of thefe particulars, confirmed by a
competent fkill in the ftyle of each mafter’s compofition, a judicious
perfon will, without much difficulty, qualify himfelf to judge with ac-
curacy of the hands, as well as of the merits of the different mafters.

But I perceive myfelf extending this Preface beyond its proper bounds.
I am confcious that the fubjet of which I have been treating, deferves
the attention of the polite and the ingenious ; but I am alfo confcious of

b2 my
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my own inability to treat of it as it deferves. Britain, I am confident,
poflefles many of her own natives, who have the proper combination of
fkill, genius, and judgment, equal to fuch an undertaking ; and my earneft
with is, to fee it executed, to the nation’s and the author’s honour.

For fome years I waited, in expefation that an author fo qualified
would have fchemed fuch a work as this which I prefent to the Public;
but, as men of fuperior abilities have either declined, or never thought of
fuch a performance, the tatk has devolved upon one whofe talents may-
indeed juftly be accounted unequal to the undertaking, but whofe zeal
for the improving of others is ardent. He therefore ventures to rely on
the accuftomed candour of men of real genius; and confides, that the
goodnefs of his intention will be admitted as fome apology for any errars
or imperfeétions difcernable in the execution of the work.

THE
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AN
EXPLANATION or tHE TECHNICAL TERMS

USED EITHER BY ARTISTS OR AUTHORS, ON THE SUBJECT OF PAINTING.*

AERIAL PERSPECTIVE, is a degradation of the tones of colours, which throws
off the diftances of grounds and obje&s ; and which judicious artifis pragtife, by
diffufing a kind of thin vapour over them, that deceives the eye agreeably. It
fhews the diminution of the colours of obje&ts, in proportion as they recede from
the eye, by the interpofition of the air between the eye and the obje&, as if the
obje&t was feen through a column of air.

ANTIQUE. By this term are implied and underftood, fuch paintings and fculptures as
were made at that period of time, when thofe arts were in their greateft perfe&ion
among the ancicnt Greeks and Romans ; from the age of Pericles, to that of Caracalla.
The term Antiquc is more particularly applied to the Sculptures of the period before
mentioned ; fuch as ftatues, baffo-relievos, medals, intaglios, or engraved ftones.
Howecver, all thofe remains of antiquity are not equally excellent or good: but
even in thofe that are indifferent, there is a certain degree of beauty which diftin-
guithes them from the works of the moderns. But it is the moft perfeé of the works
of the ancient great mafters which are to be the objelts of our tafte and imitation,
as they continue ftill to be the objedts of our wonder and aftonithment.

ATTITUDE, in painting, is the pofture or difpofition of the limbs and members of a
figure, by which we difcover the aftion in which it is engaged, and the very fenti-
ment {uppofed to be in the mind of the perfon reprefented. It comprehends all
the motions of the body, and requires a perfe& knowledge of ponderation, and
whatever refers to the centre of gravity ; but whatfoever attitude be given to any
figure, that attitude muft fhew the beautiful parts, as much as the fubje& will per-
mit, let the fubje& be what it will. It muft, befides, have fuch a turn, as, without
departing from probability, or from the charater of the figure, may diffafe a
beauty over the aétion. It isallowed, that the choice of fine attitudes conflitutes
the greateft part of the beauties of grouping.

BENTVOGEL SOCIETY. The Flemith Painters who refided at Rome, formed
themfelves into a fuciety, into which they received all thofe of their own nation,

who, after their arrival at Rome, defired to be admitted as members. The intro-
duétion

® The authors whofe works have been particularly ufed in this Explanation, are Baptifta Alberti, Montefquicu.
Felibien, Dec Piles, Richardfon, Houbraken, and Chambers.
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duétion was appointed to be at a tavern in the city, atthe expence of the perfon
introduced ; and after fome whimsical and droll ceremonies, a name was given to
the new brother, which exprefled either the perfeétions, or the defe&@ts, in the form
or countenance of his perfon; any remarkable peculiarity in the fiyle of his
eolouring or compofition ; or any thing very fingular in his chara&er, condu&, or
manner of living. That ceremony was continued for one entire night; and the
next morning they walked in proceffion to a place fome diftance from Rome, called
the Tomb of Bacchus, where the whole ceremony concluded. By this Society,
Peter Van Laer was named {Bamboccio ; Philip Roos, Rofa da Tivoli; Herman

Swanefeld, the Hermit of Italy ; Francis Van Bloemen, Orizonti; Peter Van Lint,
Studio, &c.

CASTING of DRAPERIES. By this term is implied, the diftribution of the folds;

and draperies are faid to be well caft, when the folds are diftributed in fuch a
manner as to appear rather the refult of mere chance, than of art, ftudy, or
kabour. In that manner or ftyle of painting, which is called the Grand, the folds
of the draperies fhould be great, and as few as poflible ; becaufe their rich implicity
is more fufceptible of great lights. But it is an error to defign draperies that are
too heavy and cumberfome ; for they ought to be fuitable to the figures, with a
combination of eafe and grandeur. Order, contraft, and variety of stuffs and folds,
conftitute the elegance of draperies ; and diverfity of colours in thofe fluffs, contri-
bute extremely tothe harmony of the whole in hiftoric compofitions.

CHARGE, or CHARGED, is a term ufed by artifts to fignify any thing that

exceeds ; fuch as exaggerating the outlines, in order to fhew a fuperior degree of
{kill, and by that means exceeding the bounds of a regular fimplicity. Yet (De
Piles obferves) there are charged outlines that pleale ; becaufe they are above the
lowlinefs of ordinary nature, and carry with them an air of freedom, with an idea
of a great tafte, which deceives moft painters, who call fuch excefles the grand
manner. And although, to fuch perfons who have a true idea of corre@nefs,
fimplicity, and elegance of nature, thefe exceffes may feem {uperfluous, as they only
adulterate the truth, yet one cannot forbear to commend fome things that are over-
charged, in great works, when the diftance from whence they are to be viewed
{oftens them to the eye; or when they are ufed with fach difcretion, as makes the
chara&er of truth more apparent. It is worthy of being remarked, that in the
antique ftatues, which are allowed to be the rule of beauty, nothing appears charged,
nothing affe€ted ; nor is there any thing of that kind in the works of thofe who

have always imitated them ; as Raphael, Domenichino, Nicolo Pouffin, and fome
others.

CHIARO-SCURO, is the art of advantageoully diftributing the lights and fhadows

which ought to appear in a pi@ure : as well for the repofe and fatisfa&ion of the
eye as for the effe& of the whole together. As to the meaning of the word
Chiaro (tranflated clear or tranfparent), it implies not only any thing expofed to a
dire& light, butalfo all fuch colours as are in their nature luminous, Scuro (tranf-

lated
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lated dark or darinefs), not only implies all the fhadows dire@ly caufed by the
privation of light, but likewife all the colours which are naturally brown ; fuch
as, even when they are expofed to the light, maintain an obfcurity, and are capable
of grouping with the fhades of other obje@ts. Of which kind, for inftance, are
. deep velvets, brown stuffs, polifhed armour, and the like, which preferve their .
natural or apparent obfcurity in any light whatever. By the Chiaro-Scuro, obje&s
receive more relief, truth, and roundnefs; and it particularly fignifies the great
lights, and great fhades, which are colletted with fuch indufiry and judgment as
conceals the artifice. The diftribution of the objeéts forms the maffes of the Chiaro-
Scuro, when, by an artful management, they are fo difpofed, that all their lights are
together on one fide, and their darknefs on the other.

CONTOUR, or OUTLINE, is that which terminates and defines a figure; and a
great part of the fkill of a painter confifts in mawaging the contours judicioutly.

CONTRAST, is an oppofition or difference in the pofition of two or more figures,
contrived to make a variety in painting. Thus, in a group of three figures when
one appears in front, another thews his back, and a third is placed fideways, there is
faid to be a contraft. A well-conduéted contraft is one of the greateft beauties of
a painting. Itis not only to be obferved in the pofition of the feveral figures, but
alfo in that of the feveral members of the fame figure. If nature requires the
painters and fculptors to proportion the parts of their figures, it requires alfo that
they contraft their limbs, and their different attitudes. One foot placed like another,
or one member extended or deprefled like another, excites our difguft ; becaufe
fymmetry deprives us of the pleafures arifing from variety, and makes the attitudes
appear too frequently the fame. As we may obferve in Gothic figures, which, by
want of that judicious contraft, always refemble each other.

CORRECTNESS, is a term which implies a defign that is without a defe& in its
meafures and proportions.

COSTUME, isan halian word which fignifies caftom or ufage; and the term implies,
that a painter, in reprefenting fome hiftorical paffage, a&ion, or event, muft not
only be exa& in defcribing the particular faét, but he muft alfo reprefent the fcene
of a&tion; the country where the aftion has paffed ; whether it was at Rome, or
Athens ; whether at a river, or on the fea-(hore ; in a palace, or a field ; in a fruit-
ful or defert country ; obferving todiftinguifh, by the drefles, cuftoms, and manners,
peculiar to each people, whether they are of ome country or the other ; whether
Greeks, Romans, Jews, or Barbarians.

DESIGN, implies the reprefentation of one or more human figures or animals ; or fome
parts or members of either; or a fcene taken from nature ; a plant, fruit, flower,
infeét, or piece of drapery, all taken from the life;; in order to be inferted in fome
part of a pi&ure; and in this fenfe it is called a fludy. Itisalfo taken for the out-
line of obje&ts ; for the menfures and proportions of exterior forms. Defign confifts
of feveral parts, of which the principal are, corre®nefs, fiyle, charaler, variety,

and perfpeive, .
c i DISTEMPER,
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DISTEMPER, is a preparation of colours, without oil, only mixed with {ize, whites of
eggs, or any fuch proper, glutinous, or un&uous fubftance ; with which kind of
colour all the ancient piures, before the year 1410, were painted, as alfo are the
cclebrated Cartoons of Raphael.

- DRYNESS, is aterm by which artifts exprefs the common defeét of the early painters
in oil, who had but little knowledge of the flowing contours, which fo elegantly
fhew the delicate forms of the limbs, and the infertion of the mufcles ; the fleth in
thefr colouring appearing hard and fiiff, inftedd of exprefling foftnefs and pliancy.
"The draperies of thofe early painters, and particularly of the Germans, concealed
the limbs of the figures, without truth, or elegance of choice ; and evenin their beft
mafters, the draperies very frequently either demeaned, or encumbered the figures.

ELEGANCE in a defign, is a manner which embellithes and heightens objeéts, either
as to their form, or colour, or both, without defiroying or perverting truth. It
appears moft eminently in the antiques, and nextin thofe painters who have imitated
them beft, the principal of which is Raphael. De Piles obferves, that elegance is
not always founded on correftnefs, as may be evident from the works of Raphacl
and Correggio; in the latter of whom, notwithftanding his incorreétnefs of defign,
his elegance in the tafte of it, and in the turn which he has given to his a&ions,
muft needs be admired ; for he rarely departs from elegance.

EXPRESSION principally confifts in reprefenting the human body, and all its parts, in
the aétion fuitable to it; in exhibiting in the face the feveral paflions proper to the
figures, and marking the motions they imprefs on the other external parts. Fre-
quently, the term Expreflion is confounded with that of Paffion; but the former
implies a reprefentation of an objeét agreeably to its nature and charaéter, and the
ufe or office it is intended to have in the work ; and paffion, in painting, denotes a
motion of the body,accompanied with certain airs of the face, which mark an agitation
of foul. So that every paffion is an expreffion, but not every expreflion a paffion.

FRESCO, is a kind of painting performed on frefh plafter, or on a wall covered with
mortar not quite dry, and with water colours. The plafter is only to be laid on as
the painting proceeds ; no more being done at once than the painter can difpatch in
a day. The colours, being prepared with water, and applied over plafter quite frefh,
become incorporated with the plafter, and retain their beauty for a great length of
time. :

GRACE, principally confifts in the turn that a painter gives to his objefts, to render
them agreeable, even thofe that are inanimate. It is more feldom found in the face,
than in'the manner ; for our manner is produced every moment, and can create

_{urprife. In aword, a woman can be beautiful but one way, yet fhe can be grace-
ful a thoufand. Grace is neither found in conftrained, nor in affe@ted manners, but
in a certain freedom and cafe between the two extremes.

GROTESQUE. This term, which is now familiar among all the lovers of the art of
painting, was by the Italians appropriated to that peculiar manner of compofition
and invention, obferved among the antique monumental paintings which were dif-
covered in the fubterraneous chambers, that had been decorated in the times of the

ancient



EXPLANATION or T TECHNICAL TERMS. xix

ancient Romans. And as the Italians apply the word Grotto to exprefs every kind
of cave or grot, all paintings, which were in imitation of the antique defigns dif-
covered in thofc fubterraneous chambers, which for ages had been covered with
ruins, are now called grotte/ca, or grolefque ; implying a fiyle,in which the imagina-
tion, and the wildnefs of inventive fancy are principally exerted, without any firi&
adherence to nature, truth, or probability.

GROUP, is the combination or joining of objefls in a pi&ure, for the fatisfa&ion of
the eye, and alfo for its repofe. And although a pi&ure may confift of different
groups, yet thofe groups of obje&s, managed by the Chiaro-Scuro, thould all tend
to unity, and one only ought to predominate. That fubordination of groups creates-
that union and harmony, which is called the Tout-enfemble, or the whole together.
By a predominant group the eye is agreeably fixed ; and, by means of the repofes.
caufed by breadth of lights and fhades, neither the effet of the other groups, nor
of the fubordinate obje&s, is hindered.

LOCAL COLOURS, are fuch as faithfully imitate thofe of a particular obje&, or fuch
as are natural and proper for each particular obje& in a pi&ure. And Colour is
diftinguifthed by the term Local, becaufe the place it fills requires that particular
colour, in order to give a greater chara&er of truth to the feveral colours around it.

LINEAR PERSPECTIVE, isthat which defcribes, or reprefents, the pofition, magni-
tude, form, &c. of the feveral lines or contours of objefts; and expreffes their
diminution, in proportion to their diftance from the eye.

MANNER, is that habitude which painters have acquired, not only in the management
of the pencil, but alfo in the principal parts of painting, invention, defign, and
colouring. Itis by the manner in painting that a pi&ure is judged to be by the
hand of Titian, Tintoret, Guido, the Carracci, and others. Some mafters have had
a variety. in their manners, at different periods of life ; and others have {o conftantly
adhered to one manner, that thofe who have feen even a few of them, will immedi-
ately know them, and judge of them without any rifque of a miftake. The variety
obfervable among artifts, in their manner and tafte, arifes from the manners of the:
different fchools in which they have received their inftru&ion; or of the artifis
under whom they have ftudied. Yet there are many inftances of great artifts, who-
bave divefted themfelves of that early partiality to a particular manner, and have:
altered it fo effe@ually, as to fix on one abundantly more refined, and better adapted
to their particular genius; by which means they have arrived at excellence. Thus,
for inftance, Raphael proceeded, and acquired a much more elevated manner,.
after he had quitted the fchool of Perugino.

ORDONNANCE, is the arrangement of the figures, in refpeét of the whole compol(i-
tion; or the particular difpofition of figures as to the different groups, mafles,
contrafts, decorum and fituation.

OUTLINE, is that which traces the circumferences of objefls in a piGure. The outline
isto be drawn as thin and fine as poflible, fo as fcarcely to be difcerned by the eye;
and it ought to be obferved, that a correét outline may excite pleafure, even without

c 2 any
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any colouring, but no colouring can afford equal fatisfaftion to a judicious eye, if

the outline be incorre& ; for, no compofition, no colouring, can merit praife, where
the outline is defe&ive.

PASSION, in painting, implies an emotion of the body, attended with certain expreflive
lines in the face, denoting an agitation of foul.

PASTICI, is a term by which the Italians diftinguith thofe pi&ures which cannot be
called either originals or copies ; being the works of fome artifts, who have had the
fkill to imitate the manner of defign, and colouring, of other eminent mafters,
fometimes borrowing parts of their pi&ures, fometimes imitating their touch, their
ftyle of invention, their colouring, or expreflion. Several painters, of confi-
derable reputation for their own original performances, have made themfelves
remarkable in this way ; but none of them more than David Teniers, who fo
fuccefsfully counterfeited Giacopo Baffan, as to deceive the moft judicious, in many
inftances, at the firft fight; though, upon a clofer infpe&ion, his light and eafy
pencil, and a predominant grey tint, which is obfervable in the colouring of that
mafter, will fhew a perceptible difference between his pencil and colouring, when
they are carefully examined, and compared with Baffan’s. For, although Teniers
underfiood the union of colours extremely well, yet Baffan was fuperior to him in
the fweetnefs and vigour of his tints. De Piles recommends it to all perfons who
would not with to be deceived by Patftici, tocompare the tafte of defign, the calour-
ing, and the chara&er of the pencil, with the originals. Teniers, Luca Giordano,
and Bon Boullogne, are thofe who have appeared with the greateft reputation for

.imitating other great mafters; and befide thefe, many other artifts have employed
themfelves in painting Paftici.

SITE, inlandfcape, fignifies the view, profpe&, or opening of a country, derived from

the Italian word Sito, fituation; and it is in ufe among painters, as being more
expreflive.



ADVERTISEMENT OF THE EDITOR.

IT appears proper to inform the Reader in what the present Edition diffcrs
Srom the former.

To the considerable number of new articles which have been added, an
asterisk is prefired. To every article which has been rewritten, and every note
which has been added by the Editor, the letter F is subscribed.

The articles of the former Supplement will be found inserted in the body
of the work ; the Appendir now annexed has been added by the Editor.

In substituting a new article for an old one, in annexing motes to the
considerable number suffered to remain unaltered, and in epitomizing others,
the Editor’s chief view has been, to establish the real character of the artist’s
style, to discriminate its different periods and followers, to fix praise and
censure on its proper object, and to relieve the Reader’s patience.

The Catalogue of the Disciples of the most eminent Masters, that of
their Imitators, and the Fragment of a Letter to the Dilettanti Society,
whether it be genuine or not, have been omitted. The two first, because already
contained in the body of thework, and the last as unconnected with its main
design.

As many subordinate names of adherents and scholars of more distin-
guished masters, with some short notices relative to their lives and works,
have been inserted in the different articles of those masters, it has been thought
erpedient to add an Index “to the Work, and thus to facilitate the means of
Jinding them in the text. .

In the addition of new articles, as well as in the correction or elucidation
of old ones, the Editor has been eminently assisted by the following two
works : viz. Storia Pittorica della Italia, dell’ AB. Luigi Lanzi in three

Vols 8vo. and J. C. Fuessli's Lives of Swiss Artists.

F.
LonNpon, May 20, 1805,
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ABA ABB
ANDREA ABATE.

Painted Fruit, and Still Life.

DIED 1732.

THIS mafter was a Neapolitan, who excelled in painting inanimate obje&s. His colour-
ing was bold; he gave a noble relief to the vafes and other ornaments, with which he
enriched his design ; and grouped all his objets with peculiar judgment and care.

He was employed by the King of Spain, at the Efcurial, along with Luca Giordano ; and
that eminent artift was very liberal in commending the works of Abate: he efleemed him
highly, and always allowed him that juft praife which his compofitions univerfally merited.

*ABBATE.
Hiflory. '

Of this artift, evidently of Italian extra&ion, though faid to have been a native of Geneva,
there is a piGture of a Caritd, painted with boldnefs and energy, in the palace Zambeccari,
at Bologna. F.

NICOLO ABBATI.

Hiftory.
DIED

" Nicolo Abbati, born at Modena in 1512, was the fcholar of Antonio Beggarelli, a
Modenefe fculptor, whofe models Correggio is faid to have often made ufe of for his works.
Little is known of his progrefs at Modena, than that in partnerfhip with his fellow fcholar,
" Alberto Fontana, he painted the pannels of the butchers hall at that place; and at the age
of thirty-five, for the church of the Benediines, the celebrated piure of the martyrdom
of St. Peter and Paul, now in the gallery at Drefden ; with fome frefco paintings, drawn
from Ariofto and Virgil, in the palace Scandiano. Of his works at Bologna, tradition has left
a very diftinguifhed account, though little or nothing exifts of them now but the large fymbolic

B pi&ure



ABB [ 2 ] AcH

pi¢ture in the Via di St. Mamolo, which Malvafia calls a hieroglyphic; a Nativity of Chrift,
under the portico of the Leoni palace; and four converfation pieces and concertos, of ex-
quifite tafte and urbanity, in the frieze of an upper apartment in the Academical Inftitute,
which have been engraved.

Notwithftanding the innate vigour, the genial facility, and independent ftyle of Nicolo
Abbati, he owes the perpetuity of his name, in a great meafure, to his technic coalition
with Francifco Primaticcio, and to the felicity with which he executed the comprehenfive
and luxuriant plans of that claffic machinift; even his own name was funk in the title of
that patron rather than partner of his labours, and he is called Ni¢olo del Abbate, becaufe
Primaticcio was Abbot (Abbate) of St. Martin, near Troyes. He went to France at his
call in 1552, and was the principal hand which executed in frefcoes of unparalleled vigour
and glow the extenfive fides and cielings of the galleries and apartments at Fontainebleau,
from the defigns of Primaticcio. The fubjefts were epic and mythologic; in the great
gallery, the Adventures of Ulyfles, in fifty-eight compartments below; and the Gods of
Homer, in fifteen of various dimenfions, above.

This magnificent work, to the eternal difgrace of the barbarian of an archite@ who gave,
and the Goth of a minifter who liftened to the advice, was levelled with the ground and
dilapidated in December, 1738, to make room for a new fabric, and nothing remains but a
few piQures of the hiftory of Alexander, in the apartment of Madame d’Eftampes, which
was left flanding. The Adventures of Ulyfles have been etched by Theodore van Tulden;
and fome of the Lunette, and larger compofitions of the gallery, have been engraved by
G. Mantuano, Antony Garnier, and Stephen de Laulne. F.

FILTPPO ABBIATL
Hiftory.
DIERD 1715, AGED 75.

He was born at Milan, in 1640, became the difciple of Nouvolone, and appeared very
eminent in his profeffion. His invention was ready and fertile; and he was not incorre&
in his defign. He diftinguithed himfelf by an uncommon freedom of hand, and a light
touch ; and by thofe accomplifhments became remarkably expeditious in his execution,
and painted with an equal degree of beauty, in frefco, and in oil,

JOHN VAN ACH, or ACHEN.
Hiftory and Portrait.
DIED 1621, AGED 65.

He was born at Cologne, 1556, and at firft was a difciple of a portrait-painter called
Jerrigh, under whofe dire&ion he continued for fix years; but afterwards he improved
himfelf confiderably, by ftudying and copying the works of Spranger.

When he had acquired a fufficient readinefs of hand, by a diligent practice in his own
country, he travelled to Venice, where he acquired the Venetian air of colouring; from
theace he went to Rome to improve his defign, but never quitted the mannered forms of

Spranger,
At
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At Rome he painted a Nativity for the church of the Jefuits, and alfo a portrait of Madona
Venufta, a celebrated performer on the lute, which is accounted one of his beft perform-
ances. .

His talents, and polite accomplithments, recomrhended him to feveral of the greateft
Princes of Europe, and particularly to the Court of Bavaria, and the Emperor Rodolph:
by the former, he was employed to paint the portraits of the Eleoral family, in one piece,
the figures as large as life ; and alfo a grand defign of the Difcovery of the Crofs, by Helema
the mother of Conftantine.

Thofe performances eftablifhed his reputation effetually; the Eleftor liberally rewarded
him for his werk, and as a peculiar mark of his efteem prefented him with a chain and
medal of gold.

By the Emperor he was invited to Prague, where he executed feveral compofitions, and
particularly a pi&ure of Venus and Adonis, {fo much to the fatisfation of that monarch,
that he engaged Van Ach in his fervice as long as he lived.

John Van Ach was one of that fet of artifts who, in the lapfe of the fixteenth century,
captivated Germany and its princes, by the introduQion of a new ftyle, or rather manner,
grofsly compounded from the priaciples of the Florentine and Venetian fchools.

ALEXANDER ADRIANSEN.
Fruit, Flowers, Fifh, and Still Life,
DIED AGED
This painter was born at Antwerp, about the year 1625 ; but very few particulars relative
to his life have been tranfmitted by any writers on this fubje&.
It is only obferved, that he was an extraordinary good painter of fruit, flowers, vafes of

marble, and the ornamental baffo relievo’s, with which they are often decorated ; and fome
of thofe vafes he reprefented as being filled with flowers, or otherwife embellithed with
feftoons, in an elegant tafte.

This matfter alfo painted fith admirably, giving them all the truth, frefhnefs, and chara&er
of nature. All his objets are extremely well coloured, with an agreeable effe&t from the
judicious management of the Chiaro-Scuro, and with a remarkable tranfparence.

EVERT VAN AELST.
Fruit, Still Life, and Dead Game.
DIED 1658, AGED 56.

He was born at Delft, in 1602, and acquired a great reputation by his delicate manner of
painting thofe obje&ts, which he chofe for the fubjeéts of his pitures.

He was exa& in copying every thing after nature; he difpofed them with elegance ; and
finithed his piCtures with neatnefs, and tranfparence of colour. Whether he painted dead
game, fruit, helmets with plumes of feathers, or vafes of gold and filver, to each he gave

a true and friking refemblance of nature, and an extraordinary luftre to the gold, filver, and
fteel,

B2 WILLIAM
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WILLIAM VAN AELST, called in Italy GULIELMO.
Still Life.
DIED 1679, AGED 59. v

He was the nephew and difciple of Evert Van Aelft, born at Delft in 1620, and arrived
at a much higher degree of perfetion than even his infruor. His pencil was fo light,
and his touch fo delicate, that the obje&s he painted feemed real.

He followed his profeffion in France, for four years ; and for feven, in Italy ; having con-
ftantly received every token of refpe® and efteem from the principal noblemen of each
country in which he refided. In the year 1656 he returned to his native city Delft; but,
foon after, fettled at Amfterdam, finding there an encouragement equal to his utmoft defire;
his works being admired, coveted, and fold for a large price.

‘When he vifited Florence, he was employed by the Grand Duke, who fhewed him many
inftances of his favour, and honoured him with a gold chain and a medal, as a public
acknowledgment of his merit,

PETER AERTSEN.
HifRory, Kitchens, and Culinary Utenfils.
DIED 1575, AGED 56.

He was born at Amfterdam, in 1519, and was the difciple of Alaert Claeflen, a painter
who was well efteemed for portrait.

He had always a bold and ftrong manner, peculiar to himfelf, to which he principally
owed his reputation; and even at the age of eighteen he was accounted a good mafter,
having received great improvement by ftudying and copying feveral capital paintings in the
_cabinet of Boflu, in Hainault.

His fubjeéts, at firft, were kitchens and their utenfils, which he executed with fuch nature
and truth, as to deceive the eye agreeably; nor could his colouring be excelled by any
matfter. '

It feemed not a little furprifing, that he was able to compofe and colour hiftorical fubje&s
of a fuperior ftyle fo exccllently as he very often did, when one confiders the lownefs of
thofe fubjeéts which he was generally accuftomed to paint.

At Amfterdam there is an Altar-piece, reprefenting the death of the Virgin, by this
mafter, in which appears a good defign, and a tone of colour that is warm and true.
The draperies are fo judicioufly caft, as to difcover the pofition and turn of all the limbs ;
nor does any thing of the kitchen painter fhew itfelf, in any part of the compofition.
And at Delft he painted a Nativity, and the Wife Men offering, which are accounted very
excellent performances.

He was well fkilled in perfpe@ive and archite@ure, and he enriched his grounds with
clegant ornaments and animals. His figures were well difpofed ; their attitudes had abun-
‘dance of variety, and their draperies were well chofen, and well caft.

JAQUES D’AGAR.
Portrait.
DIED 1716, AGED 76.

D’Agar was born at Paris in 1640, and became a difciple of S. Voueht ; but left the
] walk
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walk of his mafter, and devoted himfelf to portrait. He was called to Denmark, and
employed by the King and Court. He vifited England, but died at Copenhagen. His
portrait, painted by himfelf, has found a place in the gallery at Florence. F.

LIVIO AGRESTI, DA FORLI
Hiftory.
DIED 1580, AGED

This mafter was a difciple of Pierino del Vaga, and is commended by Vafari, for the
richnefs of his invention, the goodnefs of his colouring, and the corre@nefs of his
defign.

Many of the works of this artift, in frefco and in oil, are in the Vatican, where he

was employed by Gregory XIII.; and there are alfo in Rome feveral altar-pieces of his
hand.

FRANCESCO ALBANO.
Hiftory and Land/cape.
DIED 1660, AGED 82.

He was born at Bologna, in 1578, and at firft ftudied in the fchool of Dennis Calvart,
at the time when Guido was the dlfcl ple of that mafter; and as Guido had already made
fome progrefs in the knowledge of the art, being older than Francefco, he in a friendly
manner affifted him while he was learning to defign. However, they both foon quitted
Calvart, and Albano placed himfelf under the dire@ion of the Caracci; but he after-
wards completed his ftudies at Rome, and became one of the moft agreeable painters of
the Roman fchool.

He had a delicate tafte of the lovely and the graceful, in his boys, and female forms
but his figures of the other fex were ufually lean, and without mafculine beauty, except
in fome of his heads. He underftood defign well; his colouring frefh, his carnations of
a fanguine tint; and he finithed highly with great neatnefs of pencil. As for the Chiaro-
Scuro, and union of colours, De Piles obferves, that though he did not know them to
be principles of his art, yet good fenfe, or chance, fometimes diretted him to the ufe
of them.

For the moft part he painted in a fmall fize, and chofe his fubje&s from poetic or
fabulous hiftory ; but was fond of introducing Cupids, in a variety of a&ions and
attitudes. It is objeéted to him, that he was apt to preferve too great a fimilitude in
his figures, and in the airs of his heads; the confequence of painting after the fame
models, his wife and children; though it muft be confeffed, that they were beautiful
and graceful models. However, by that means, the manner of Albano may more eafily
be difcerned than that of any other mafier.

The ftyle of his landfcape is very agreeable; it is defigned in a good taﬂe, and well
adapted to his fubje@s: and for many of his fcenes, as well as the forms of his trees,
he was indebted to nature, after which he always ftudied. Yet, it ought to be remem-
bered, that all the pi&ures of Albano have not the fame force of colour; fome of them
being much weaker than others, though fill plcafing and delicate.

In
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In the palace of the King of Sardinia, at Turin, are the Four Elements, painted by
Albano, each of them about four feet fquare. Thofe pi¢tures are of an extraordinary
beauty, and well preferved. The defign is excellent, the draperies perfe@ly elegant,
the colouring lovely, and the whole very corre&. The compofition is, perhaps, alittle
too diffipated ; but that is a circumftance frequently obferved in the works of Albano.

GIOVANNI BATTISTA ALBANO,
Hiftory and Landfcape.
DIED 1668, AGED

He was the brother and difciple of Francefco, and became an admirable painter, in
the ftyle, manner, and colouring of his brother. He likewife excelled in landfcape,
which he defigned in an exquifite tafte, touching the trees with fpirit, and giving them
a great fwectnefs of colour.

CHERUBINO ALBERTL
Hiflory.
DIED 1615, AGED 63.

This artift painted in frefco, and in oil; and combined fome thought with much
practice: but his reputation is chiefly eftablithed by his engravings after Michael An-
gelo, Polidoro, Zucchero, &c. F.

GIOVANNI ALBERTL
Perfpetive and Hiftory,
DIED 1601, AGED 43.

He was the brother of Cherubino, born near Florence in 1558, and received his early
inftru&ion from Alberto Alberti, his father; but afterwards he went to Rome, where
he ftudied geometry, and alfo the works of Buonaroti, and other great mafters. He
devoted his principal attention to perfpeive, in which branch of his profeffion he
arrived at eminence ; and he gave a demontftrative proof of his great abilities, in one
of the Pope's palaces, having painted a defign in that ftyle, which procured him much
applaufe,

ALBERT ALDEGRAEF,

Hiftory, Portrait.
DIED AGED

He was no inconfiderable painter, born at Zouft, in Weftphalia; the principal part of
whofe works are in the churches and convents of Germany. De Piles mentions a Nati-
vity by this mafter, which he accounts worthy of the admiration of the curious.

His defign was not without knowledge, though far from being corre& ; and his bodies
are more mufcular than thofe of Albert Durer, whofe ftyle of drapery he imitated.

We know him chiefly from his engravings, which are numerous, and have procured
him an eminent rank among thofe whom the French diftinguith by the name of the
Little Mafters.

We
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JOHN VAN ALEN, or OOLEN.
Fowls, Landfcape, and Still Life.
DIED 1698, AGED 47.

This artift was born at Amfterdam, in 1651, and fpent the greateft part of his life in
‘that city. He had no ready talent for invention; but he had a moft uncommon power
of the pencil, and an extraordinary imitative talent.

In the touch, and the peculiar tints of colour, he could mimick the work of any
matfler, in any ftyle ; but, obferving that the works of Melchior Hondekoeter were in the
higheft requeft, he applied himfelf particularly to imitate and copy his works. This
he performed with a furprifing exaéncfs, and to fuch a degree, that the moft fagacious
among the connoiffeurs were puzzled to determine, whether a piGure painted by Van

- Alen was not really of the hand of Hondekoeter. By that praftice he gained much
money, and more reputation; and it is by this means that fo many pi&ures called Hon-
dekoeter’s are fo frequently met with in private colle&tions, and public fales; which,
though they are often reputed originals, perhaps are no other than imitations by this
mafter, if not by fome inferior pencil.

ANTONIO ALLEGRI*, called IL CORREGGIO.
Hifory, Portrait.
DIED 1534, AGED 40.

Antonio Allegri, celebrated by the name of Correggio, the great mafter of harmony,
according to the moft authentic conjeure, for nearly all, relative to his life, is con-
jeGture, was born in 1494 at Correggio or near it. Of his parentage nothing is
known; we only know, that he was married twice, and had children by each wife; a
fon, Pomponio, by the firft at Correggio; and by the fecond, three daughters at Parma.

There are doubts likewife, about the precife time of his death: it is however,
nearly certain, that he dicd the 5th of March, 1534, at the age of 40. Some report
him to have been of low extra®ion, and extremely poor; others make him noble and
rich: for either affertion there are no authentic documents. Confidering the diftri&t in
which he lived; the little money in circulation there; the public works in which he
was employed; the prices he was paid for them, compared with the metropolitan prices
of Raphael himfelf; the folidity, finenefs, excellence of the pannels, canvafles, and
colours which he ufed, it is probable that his circumftances kept pace with his fame,
that he was nearer to opulence than want. ,

The variety of the powers which may be traced, or are difplayed in the works of
Correggio, have occafioned as many conjeures concerning his education. Not content
with making him learn the rudiments of his art of Bianchi and Munari, they prolong
the life of Mantegna, to form his tafte and tune his colour; they inftrué him in geo-
metry, archite@ure, fculpture, and at laft fend him to Rome, to infpe& the antique,
and the works of Michael Angelo, and Raphael.

® This name, Correggio turned fometimes into Lieto. On the back of a fmall pi@ure, reprefenting the Spo-
falizio of St. Catharine, formerly at Drefden, there is the following infcription in ancient chara&ers: Laus Deo.

Per Donna Metilde d’Efte.  Antonio Lieto da Correggio fece il prefente quadro per fua divozione. Anno 1517,
That
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That Correggio modelled himfelf, and made ufe of the models of Antonio Begarelli,
the beft fculptor of Lombardy, is partly certain, partly probable. That ftudy alone,
purfued by fuch a genius, will nearly account for all the wonders of fore-fhortening,
and Chiaro-Scuro, which aftonith us in the frefcos of his cupolas at Parma.

In the cupola, the lunette, and the gallery of the church of St. Giovanni, Correggio
reprefented the Afcenfion of Chrift, and the Coronation of the Virgin, attended by the
Apottles, Evangelifts, and Do&ors of the Church. To enlarge the choir, the monks
demolifhed the gallery, and replaced the original frefco by a copy of Cefar Aretufi,
from a copy of Annibale Carracci. The principal group, however, was cut from the
wall, and is preferved in the library of the Duke of Parma; as fome Angels heads,
likewife faved from deftrution in the palace of the Marchefe Rondanini, at Rome.

The of&tangular cupola of the cathedral of Parma, in which Correggio reprefented
the Aflumption of the Virgin, is of all cupolas, painted before or after, the moft fub-
lime; though, begrimed with fmoke and nearly obliterated, it fcarcely fthews more
than the ruins of its former grandeur.

Of Correggio’s beft oil-pitures, Italy has been deprived by purchafe or by fpoil.
Drefden poffeffes the celebrated Night or rather Dawn, the Magdalen reading, and a
few morc of lefs excellence, or lefs authentic charaéter. The two allegoric pitures,
called Leda and Danae, once in the poffeffion of Queen Chriftina, migrated to France,
and with the pi¢tare of Jo, were mangled or deftroyed by bigotry. A duphcate of the
Io, and a rape of Ganymede are at Vienna. Spain poflefles Chrift praying in the
Garden, and Mercury teaching Cupid to read in the prefence of Venus. To the Spo-
falizio of St. Catherine, which France pofleflfed before, the fpoils of the revolution
have added the St. Jerome with the Magdalen, the Madonna della Scudella, the Defcent
from the Crofs, and the Martyrdom of St. Placido, from Parma.

Correggio was one of the four great luminaries of the art at its fupreme eftablithment
in the fixteenth century. He eftablithed harmony on light and fhade. The bland central
light of a globe, imperceptibly gliding through lucid demi-tints into rich reflefted
thades, is the element of his ftyle, and equally pervades his works, from the vaftnefs
of his cupolas to the fmalleft of his oil-pi&ures. This infpires his figures with grace;
to this their grace is fubordinate: the moft appropriate, the moft elegant attitudes were
adopted, rejeéted, perhaps facrificed to the moft awkward ones, in compliance with
this imperious principle. The foft tranfitions from the convex to the concave line,
which conne& power with lightnefs, form the ftyle of his defign. He is the mafter of
that fore-thortening, which the Italians diftinguifh by the name of ¢ di fotto in fu,’ and
the father of Machinifts. Paftofe like Giorgione’s, and often true like Titian’s, his
colour has a fudvity, and a breadth fuperior to either. F.

BALDASSARE ALLOISI, called GALANINO,
Hiftory and Portrait.
DIED 1638, AGED 60.

Th s artift received his education in the celebrated fchool of the Caracci, and in all
his compofitions retained the ftyle of his mafter: he had naturally a melancholy turn of
mind, and was of a retired and folitary difpofition; which made him avoid the conver-
fation of his friends, and devote himfelf to the ftudy of his art.

But
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But, by this condué, he rendered himfelf fo neceffitous, that he was compelled to
paint portraits, to procure a fubfiftence. However, in this branch of painting his
fuccefs was aftonithing, and he grew into the higheft efteem, not only for the refem-
blance vifible at the firft fight, and the beauty of his colouring, but alfo for a new and
unufual boldnefs of manner, by which his portraits feemed abfolutely to breathe.

None of his contemporaries could enter into competition with him ; and the Italian
writers place him in the fame rank of merit with Vandyck. He was born at Bologna
in 1578. '

ALLESSANDRO ALLORI, called BRONZINO.

Higory, Portrait.
DIED 1607, AGED 72.

_He was born at Florence, in 1535, and was the difciple of Agnolo Bronzino, a dif-
tinguithed painter, who educated him with all the tendernefs of a parent ; Allori having
been deprived of his own father, when he was but five years old. He was very ftudious,
and applied himfelf diligently, not only to imitate the manner of his mafter, but the
different manners of thofe mafters who were in the greateft reputation,

When he commenced painter, his firft work was a Crucifixion, intended for an altar-
piece; in which he introduced abundance of figures, extremely well grouped and
difpofed, beautifully coloured and with good expreffion. But, being much folicited
by feveral of the Nobility to paint their portraits, he received deferved applaufe for
every performance in that way, and by that fuccefs was induced to appropriate a great
deal of his time to that branch of his profeffion. '

Michael Angelo Buonaroti was the mafter whofe works he ftudied with the greateft
attention and pleafure; and he defigned a pifture of the Laft Judgment, after the
manner of that great genius, which is ftill preferved at Rome.

CHRISTOFANO ALLORI, called BRONZINO.
Hiftory, Portrait.
DIED 1621, AGED 44.

He was born at Florence in 1577, the fon and difciple of Aleflandro Allori ; and, for
fome time, he followed the manner of that mafter; but afterwards ftudying defign from
the works of Santi di Titi, and colouring from the lively and elegant tints of Cigoli, he
formed to himfelf a manner entirely different from that of Aleffandro.

He executed feveral large defigns for altars; yet, he had a particular excellence in
painting fmall pitures, in which he introduced a number of minute figures, fo exqui-
fite for corre&nefs of drawing, fo round and relieved by the colouring, and touched
with fo much delicacy, that it feemed furprifing how either the hand or the eye could
execute them.

He likewife painted portraits, as large as life, with abundance of nature and truth,
which were exceedingly valued, not only for the happinefs of the expreflion, but for
giving every fubje that attitude which feemed moft proper and moft becoming.

c ALBRECHT
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*ALBRECHT ALTORFER.
’ DIED IN

_'This painter is called a Swifs by Sandrart, and as fuch has been claimed by Fuefsli
after him ; both probably were mifled by his name, the two firft {yllables of which are
that of the head village of the canton Uri. Better documents fince have made him a
native and a fenator of Ratifbon in Germany.

He lefs deferves our notice as a painter, than a defigner and engraver. His works
in wood and metal are as numerous as, in general, remarkable for diminutive fize,
though neither his conceptions nor forms were puny. The cuts of the Paffion, the
Jael and Siferah, Pyramus and Thifbe, Judah and Thamar, if we allow for the igno-
rance of coftume in the three laft, fhew a fenfibility of mind, and a boldnefs of defign,
which, perhaps, none of his German contemporaries can boaft. He is one of thofe
whom the French call Little Mafters. His dates from 1500 to 1531. F.

CHRISTOPHER AMBERGER.
Porlrait, Hiflory.
DIED 1550, AGED

This painter was born and lived at Nuremberg, where the moft capital of his paint-

ings are preferved, and held in high eftimation. If he was not a difciple of Hans
Holbein, he refembles him in his ftyle. ' '

He acquired great reputation by a compofition of the hiftory of Jofeph, which he
defcribed in twelve pi&tures; and likewife by the portrait of the Emperor Charles V.
which that monarch (according to the teftimony of Sandrart) accounted equal to any of
the portraits of him painted by Titian: and to exprefs his fingular approbation of that
performance, he not only paid the artift three times as much as he expe&led, with a
liberality truly royal, but he honoured him alfo with a rich chain of gold, and a medal.

OCTAVIO AMIGONL
Hyftory, Portrait.
DIED 1661, AGED 56.

He was born at Brefcia, in 1605, and was a difciple of Antonio Gandino. In feveral
parts of Italy he was much applauded, for fome noble compofitions; in which his
expreflion, and his tafte of defign, were very remarkable, and very elegant; moft of

thofe compofitions being executed with a free, firm, and mafterly touch, and with
figures as large as life,

JACOPO AMICONL
Hiftory, Grotefque.
DIED AGED

Though the compofitions of this mafter are well known in thefe kingdoms, many of
his pi@ures being admitted into the colle&ions of the firft nobility ; yet, few particulars

relative
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relative to his life have been afcertained. It is fuppofed by many, that he was born at
Venice, or in the territory belonging to that republic; that he fiudied the art of
painting for fome years at Venice ; and afterwards completed himfelf in his profeffion
at Rome.

The livelinefs of his imagination, the readinefs of his invention, and the freedom of
his hand, foon recommended him' to the public efteem; and he readily found encou-
ragement and employment in moft of the Courts of Europe. He poflefled a very fertile
invention; his tafte of defign was confiderably elegant; and the air and turn of fome
of his figures, in his beft compofitions, were allowed to have fomewhat engaging,
patural, and even. graceful. He confeffedly had many of the accomplithments of a
good painter ; but although his merit muft in many refpeéls be allowed, and his
drawing, in particular, is generally corre&, yet his colouring is abundantly too cold, toe
pale, and (as it is termed by the artifts) too mealy.

*JUSTUS (JOBST) AMMAN.
DIED 1591, AGED 52. '

This artift was born at Zuric in June, 1539. His youth and ftudies are involved in
obfcurity ; and the firft notice we obtain of him is in 1560, when he migrated to Nu-
remberg, and in defigns on wood, paper, and copper, began that career of inceffant
and perfevering exertion which overran all Germany. Hiftory, Allegory, Emblem,
Science, Trades, Arts, Profeflions, Rural Sports, Heraldry, Portrait, Fafhions, were ferved
in their turns, and often ferved fo well, that the inventions of J. Amman may ftill be
confulted by the artift to advantage. He painted with great brilliancy on glafs. His
drawings hatched with the pen, or wafhed, have Italian charateriftics of ftyle and
execution, F.

FRA GIOVANNI ANGELICO DA FIESOLE.

Hiftory.
DIED 1445, AGED 68.

He was born at Fiefole, in 1387, and was placed as a difciple with Giottino; though
he afterwards became a Dominican Friar, and in that ftation was as much (if not more)
refpe&ted for his piety, as for his painting, as it procured him the appellative of Ange-
lico, ¢ the angelic painter.” Nicholas V. employed him in his chapel, to paint hiftorical
fubje@s in large, and prevailed on him foon after to decorate feveral books with
paintings in miniature, which were well defigned and neatly handled.

Indeed, even in his beft piGures there were. faults, and fome of them very grofs;
which leflen the praife that otherwife they might have deferved: yet he had fkill to
dire& younger artifts, and his obliging temper procured him many difciples.

He always painted religious fubjetts, and was fo remarkably humble, that he refufed
to accept of the archbithoprick of Florence.

€2 MICHAEL
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MICHAEL ANGELO AMERIGI, DA CARAVAGIO.
Hiftory, Portrait, Fruit, and Flowers.
DIED 1609, AGED 40.

Michelangiolo Amerigi, or Morighi, was born at Caravagio, a village of the
Milanefe, in 1569. He made his onfet in the art at Milan, ftudied Giorgione at Venice,
and finifhed his courfe under Giufeppe Cefari, at Rome, in whofe works as he found
more to reje& than to follow, he eftablifhed a fiyle of his own, in which energy and
truth were to recover the rights fupplanted by variety and manner. Of this fyle, the
model, or what the Italians call il vero,” di&ated the forms, from which to deviate,
or which to improve, was equally high treafon againft the art, or matter of derifion
in the eye of Caravagio. But to forms thus indifcriminately picked from the dregs
of the fireet, he contrived to give energy and intereft, by ideal light and thade. So
novel a combination, fubftantiated by powers fo decifive, could not fail to draw after
it a number of followers: Domenichino and Guido were for fome time enchanted by
it; it enthralled Guercino; and Manfredi, Valentin, and Gherardo dalle Notti, had
little more than inferiority to diftinguifh them from their mafter.

The great excellence of Caravagio confifted in truth of colour: he penetrated the

« fubftance of the thing before him, whether ftill life, fruit, flowers, or flefh. His tints
are few, but true, with little help from cinnabar or azure. Hence Annibale Carracci
declared, that he did not paint, but grind flefh. (Che coftui macinava carne.)

To no painter nature ever fet limits with a more decided hand. Darknefs gave him
light; into his melancholy cell light ftole only with a pale relu&ant ray, or broke on it
as flafhes in a ftormy night.

Rome pofleffes few pittures of this great mafter. There yet remains at the Spada
palace, in half figures, a St. Anha with the Virgin by her fide, bufied in female work.
Vulgarity difcriminates their features; both are drefled in the vulgar Roman drefs.
Another picture, an altar-piece of entire figures, is our Lady of Loretto, with two
Pilgrims, in the church of St. Auguftine. What Shak{peare would have called ¢ a dying
ray,’ imbrowns rather than illuminates the filent fcenery, and confecrates the whole.
In the palace of the Borghefi there was the Supper at Emaus; a S. Sebaftian in the
Campidoglio; and in the Pamphili colletion Agar with Ifmael dying, and a Fruit-girl.
But the mafter-piece of all his works, the Intombing of Chrift, formerly in the Chiefa
Nuova, before which the rival altar-pieces of Baroccio, Guido, and Rubens, with all
their bloom, their fuavity, and colour, remained unobferved; this work, the knot of
Caravagio’s powers, is now tranfported to the Loavre, F.

MICHAEL ANGELO, called DI CAMPIDOGLIO.
Fruit, Flowers.
DIED 1670, AGED 60.

He was born at Rome, in 1610; was particularized by the name of Campidoglio, on
account of an office which he held in the Capitol at Rome; and was a difciple of

Fioravanti, He had a moft happy talent for painting fruit and flowers; and thofe
fubjeéls
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fubjefts he defigned, end finithed, in a ftyle fuperior to any artift of his time. His
obje&lts are well difpofed, and judicioufly chofen; his pencil is free, and firm; his
colouring firong, natural, and extremely agreeable; and by proper maffes of light and
fhadow, his pi&ures have a charming force and relief.

FILIPPO D’ANGELI, called NAPOLETANO.
Battles, Landfcapes.
DIED 1640, AGED 40. *

He was born at Rome, in 1600, and obtained the name of Napoletano, by being
carried to Naples when he was very young. At his return to Rome, he ftudied diligently
after the antiques; but forfook that noble fchool of infiruion, before he had made a
fufficient progrefs, and adopted in its ftead the manner of a Flemith painter called.
Mozzo (or Stump), becaufe, having loft his right hand, he ufed the pencil with his left,’

He was always moft pleafed with thofe fubje&s which admitted of a great number of
figures; and he not only grouped and difpofed them with judgment, but he generally
gave every figure its proper ation and attitude.

His favourite fubjets were battles, but he likewife painted landfcapes in a very
agreeable ftyle; and frequently he painted the views of public buildings, porticoes, and
the areas before them crowded with people, at different fports or entertainments; and
in thofe defigns he was corre&, diftributing the figures with propriety and elegance.

SOPHONISBA ANGUSCIOLA, called SOPHONISBA. .
Portrast, Hiftory.
DIED 1626, AGED 93.

She was born at Cremona, in + 1533, of a very diftinguifhed family. The firft
inftruftor of this eminent paintrefs was Bernardini Campo of Cremona; but fhe
learned colouring and perfpe&ive from Bernardo Gatti, called Soiaro.

One of her firft performances was the portrait of her father, placed between his two
children, with fuch ftrong charalers of life and nature, with a pencil fo free and firm,
and fo lively a turn-of colour, that her work was univerfally applauded, and fhe was
acknowledged an incomparable painter of portraits. Through every part of Italy the
is diftinguithed by no other name than that of Sophonifba.

But although portraits engroffed the greateft part of her time, yet fhe defigned feveral
hiftorical fubje@s, with figures of a fmall fize, touched with abundance of fpirit, and
with attitudes eafy, natural, and graceful. v

By continual application to her profeffion fhe loft her fight; and it is recorded that
Vandyck, having had an opportunity of converfing with Sophonifba, ufed to fay, that

$ The anthor of the Mafeum Florentinum is guilty of a very remarkable anachronifm, in regard to Sophonifba ; for
he fixes her birth in 1559, in which year it is abfolutely impoffible fhe could have been born.

This appears inconteftably from Vafari, who tells us, that fhe painted the portrait of the Queen of Spain, by order
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