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The  Translator's 

PREFACE^ 

TH  E  autho
r,   tho   a  man  o

f 

title  and  fortune,  made  paint- 

ing, for  his  diverjion,  both  his  jludy 
 and 

fraBice  ;  which  occafioned  his  obligi
ng 

the  publick  with  fever al  ufeful  treatifes
 

on  this  art.    In  the  year  1708,  he> 

publifhed  the  prefent  fyfiem^ 
 as  the  re- 

fult  of  all  his  thoughts  ;  and,  to  ma
h 

it  of  more  fervice,  has  handl
ed  it 

by  way  of  principles ;   a  method,  I 

believe,  difpleafmg  to  none  who  defir
e 

to  know  the  bottom  of  the  art,  or  would
 

give  reafons  for  what  the
y  do,  Ac^ 

A  2  cordingly^ 
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cordingly^  the  I'-eader  will  jind  a  very 

learned  and  natural  account  of  the  threa 

capital  branches^  hiftory,  portraiture, 

and  landskip  ;  and  of  their  four  chief 

parts^  compofition,  dcfign,  colouring, 

and  expreffion,  and  their  incidents, 

BUT*  tho  his  home- acquirements 
were^  i7i  all  refpeBs^  very  great^  he 

thought  them  incompletewithout finifhing 

his  refleSlions  abroad  :  For  which  pur- 

pofe  he  travelled  into  feveral  parts  of 

Europe,  to  fee  the  finefl  paintings  ; 

whereby  he  was  enabled  to  ?nake  the 

balance  of  painters  we  find  in  this 

treatife  ;  an  attempt^  which^  for  its 

novelty^  mufl  needs  be  acceptable  to 

the  curious, 

HIS  love  of  painting  induced  him 

alfo  to  draw  up  a  parallel  between  it 

and  poefy  ;  wherein^  with  his  ufual 

can- 
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candour  and  lear7iing^  he  Jhews  the 

excellences  and  preferences  of  both 

arts. 

WE  fhall  here  endeavour  to  make. 

fome  remarks  on  portraiture,  as  it  is 

the  branch  of  painting  chiefly  praSiifed 

among  us  ;  and  at  the  fame  time  to 

fhew  what  may  he  learned  from  the. 

following  fyflem^  by  thofe  who  fludy 

or  praBije  this  art. 

IN  the  balance  aforefaid^  Van- 

dyke (whom^  for  feveral  reafons^  wb 

may  call  ours)  flands  high ;  as  hav~ 

ing  fifteen  degrees  of  merit  for  com- 

pofition^  ten  for  defignj  feventeen  for 

colourings  and  thirteen  for  exprefjion  : 

And  we  accordingly  difcover  in  his 

works  fuch  compofition^  air^  gracCy 

and  fine  penciling^  as  mm  of  his  fuc- 

cejfors  have  hitherto  attained.  His 

A  3  method 
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1^  method   indeed  was  pretty  ftngulary 
j  (which  our  author  does  not  wholly  agree 

\  to)  and  calculated  for  difpatch  ;  for 

he  beflowed  not  above  an  hour  on 

a  fitting  ;  but^  being  pretty  fure  of 

the  effeSis  of  his  colours^  he  pai?ited 

without  much  fcumbling  ;  the  hefl  way 

to  preferve  their  purity  and  vivacity, 

Rembrant  (whom  the  balance  equals 

with  Vandyke  for  colouring)  thd  not 

a  perfeB  model  for  an  EngKfh  face- 

fainter^  was  fo  careful  not  to  torture 

^his  colours^  thai  he  chofe  rather  to  add 

frejh  ones  ;  and  for  this  reafon  his 

works ̂   as  well  as  Vandyke V,  maintain 

to  this  day  an  unufual  flrength  and 

vigour,    NoWy  it  may  be  naturally 

inferrd^  from  the  praSiice  of  thefe 

two  painters^  that  as  any  colour^  any 

Jiroke^    is  to  exprefs  fome  drawings 

fome  tendency y  towards  teint  and  like- 

nefs^  fo    any  great  dijlurbance^  or 

wrong 
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wrong  colour  (too  often  the  cafe  of 

portraiture)  not  only  fpoils  drawings 

hut  furprifingly  alters  and  fouls  the 

teint,  and  makes  the  painting  lefs  likey 

and\c{s  durable. 

B  U  Ty  to  return  to  Vandyke  : 

What  if  we  JJjould  fuppofe^  that  the 

hiftorical  management  he  was  brought 

up  tOy  under  the  excellent  Rubens, 

loofened  his  head,  gave  him  eafy 

penciling,  and  a  noble  air,  and  in- 

duced him  to  exprefs  nature  with  more 

fpirit,  even  more  to  improve  her, 

than  if  his  genius  and  pencil  had  been 

always  confined  to  portraiture  f  lis 

very  probable^  that  fuch  a  genius  will 

never  quit  hiftorical  freedom ;  and 

yety  //i^  Vandyke' J",  it  willy  oncoming 
to  portraiturey  he  thereby  better  en- 

abled to  exalt  nature,  and  preferve 

likenefs. 

A  4  BUT 
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but!  no  pains  was  too  great  for 

this  artijl  ;  who^  propofiig  an  exaB 

truth  in  all  things^  always  sketched^  in 

black  and  white  crayons^  the  Jize^  at- 

titude^ and  drefs  of  the  perfon  who 

fat  to  him^  andj  from  them^  painted 

afterwards  his  cloathsj  which  were 

fent  to  him  for  that  purpofe,  This^ 

whatever  trouble  painters  may  think 

it^  mufl  needs  look  more  free^  natural^ 

and  becomings  and  tend  more  to  like- 

nefs^  than  any  fize^  pojlure^  or  drefs^ 

taken  from  a  layman.  As  for  handsy 

this  artifl  painted  them  from  thofe 

of  the  perfons  he  retained  for  that 

purpofe, 

IN fpeaki?ig  of  the  attitudes ̂   (which^ 

with  the  face^  are  the  language  of 

portraiture)  our  author  makes  them  of 

two  kinds ;  viz.   in  motion,  and  at 

reft : 
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reft  :  Tf)e  one  for  young  people  onfyj 

and  the  other ̂   for  any  perfons  indif" 

ferently  \  yet^  allowing  the  inaSlive  to 

have  fome  motion,  Now^  if  the  atti- 

tude be  to  exprefsj  who  and  what 

the  fitter  is^  and  his  very  temper,  (a 

very  nice  hiflorical  point)  how  much 

does  it  concern  the  portraitifl  to  Jiudy  ■ 

ity  and  make  the  diflinBions  aforefaidl 

Whereas  the  pojlures  of  mojl  of  our 

portraits  are  at  reft,  and  at  hefi  taken 

from  the  layman, 

BU%  to  prove  motion,  and  hifto- 

rical  management,  in  a  portrait^  I 

mufi  acquaint  the  reader^  that  I  have 

feen  a  piBure  drawn  in  Italy,  of  an 

EngHfh  gentleman^  where  he  is  repre- 

fented  in  a  fitting  poflure  ;  the  ground 

is  a  piece  of  walling^  with  a  windowy 

at  the  outfde   of  which  appears  a 

perfon  holding  up  a  fmall  image  of 
white 
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white  marble  for  the  gentleman  to  look 

aty  whoy  with  extended  arms^  admires 

its  beauty.  And  tho  his  face  waSy  on 

this  account^  fore-jhortened  le7tgthwife^ 

jet  it  retained  great  likenefs, 

THERE  is  yet  behind  a  favourite 

hiftorical  principle  of  Vandyke  and 

Titian,  which  face-painters  little  heed^ 

I  mean  the  claro-obfcuro  ;  a  com- 

fomtd  Italian  word^  fiK^^fy^'^^S  fimply^ 

an  oppofition  of  light  and  lhade  ; 

but^  in  a  more  refined  fenfe^  any  co~ 

lours,  naturally  luminous  and  light 

in  themfelves,  oppofed  to  others  na- 

turally more  brown  and  heavy. 

THE  artifice  of  the  claro-obfcuro, 

of  whatever  fmall  import  painters  may 

think  it  in  a  portrait^  is  certainly 

praBi cable  in  a  family-piece ;  becaufe 

our  author  tells  usy  that  every  fuch 

pi&ur& I 



The  Tranjlator  s?RE¥  ACE.  xi 

piElure  is  an  hiftory,  and  becomes  a 

group  by  the  meeting  of  the  figures 

of  different  [exes  and  agesj  and  in 

different  attitudes  and  draperies.  Now 

this  group  mufl  be  fo  managed^  that  the 

foremofl  figures  mujl  net  only^  as  be- 

ing nearefi  to  the  eye^  receive  the 

greatefi  lights  but  alfo  be  improved  by 

draperies  of  natural  light  colours^  ( mid^ 

in  this^  white  and  yellow  fattin  does 

wonders)  and  the  off -figures  be  more 

brown  and  heavily  coloured^  but  with 

difcretion  ;  fo  that  the  whole  group 

may  appear  to  have  one  general  light 

pppofing  one  general  fliade. 

In  a  word  :  This  treatife  will  ap- 

pear^ as  our  author  would  have  it  bey 

a  palace  and  bulwark  for  art^  to  which 

hoth  painters^  and  lovers  of  paintingy 

may  fafely  retire  for  inflruSlion  and. 

§?fpertainment, 

4S 
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AS  to  the  tranjlation  ;  we  have 

endeavoured  to  make  it  as  acceptable  to 

the  Englifh  reader  as  pojjtble^  by  ob- 
a  medium  between  too  wide  d 

faraphrafey  and  too  literal  a  verfion  ; 

the  properejl  method  for  a  work  that 

treats  fo  learnedly  and  profoundly  of 

the  Art  of  Painting. 

Ihe 
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PR  E  F  AG  E, 

ON  THE 

Idea     Pain  tin  d. 

TH  E  prize  of  a  race  
is  not  to  be  won^ 

if  we  have  not  the  goal  in  our  eye  5 

nor  is  the  perfe(ft  knowledge, of  any 

art  or  feience  to  be  acquired,  without 

having  a  true  idea  of  it.  This  idea  is  our 

goal  or  mark,  and  direds  us  unerringly  to 

the  end  of  our  career  j  that  is,  to  the  pof- 
feffion  of  the  feience  we  defirci 

But  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<S.  There 

are  feveral  ideas  of  painting,  as  well  as  of 

other  arts :  The  difficulty  lies  in  difcovering 
which  of  them  is  the  true  one.  For  this 

purpofe,  it  is  neccflary  to  obferve,  that,  in 

painting,  there  are  two  forts  of  ideas  5  a 
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general  idea^  which  is  common  to  all  men^ 

and  a  particular  idea,  -peculiar  to  painters. 
The  furell:  way  to  know  infallibly  the 

true  idea  of  things  is,  to  derive  it  from  the 

very  bafis  of  their  ejfence  and  definition  ;  for 

definition  was  invented  for  no  other  purpofe 

than  preventing  equivocation  and  ambiguity 

in  ideas,  banifliing  thofe  that  are  falfe,  and 

informing  the  mind  of  the  true  end  and 

principal  effeds  of  things.  Whence  it  fol- 
lows, that  the  more  an  idea  leads  us  diredly 

and  rapidly  to  the  end  which  its  elTence  points 

out,  the  more  certain  we  ought  to  be,  that 
fuch  an  idea  is  a  true  one. 

The  eiTence  and  definition  of  painting  is, 

the  imitation  of  vifible  objeBs,  by  means  oj 

form  and  colours  :  Wherefore  the  more  for- 

cibly and  faithfully  painting  imitates  nature  ̂  

the  more  directly  and  rapidly  does  it  lead  us 

to  its  end ;  which  is,  to  deceive  the  eye  j  and 

the  furer  proofs  does  it  give  us  of  its  true 
idea. 

The  general  idea  above-mentioned ftrikes 
and  attradts  every  one,  the  ignorant,  the 

lovers  of  painting,  judges,  and  even  painters 

themfelves.  A  picture,  that  bears  this  cha- 

radler,  perrnits  no  one  to  pafs  by  it  with  in- 
difference 5  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,  asjt  were, 

calls  to  U3  J  and  has  fo  powerful  an  effect. 
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that  we  cannot  help  coming  near  it,  as  if  it 

had  fomething  to  tell  us.  And  we  no  fooner 

approach  it^  but  we  are  entertained,  not  only 

with  fine  choice^  with  the  'novelty  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  true 

and  faithful  imitation,  which  attracted  us  at 

firft  fighti  and  afterwards  lets  us  into  all  the 

particulars  bf  the  piece  i  and  'which,  accord- 
ing to  Ariftotley  never  fails  to  divert  us^  how 

horrible  foever  thofe  natural  objed:s  may  be 

which  it  reprefents. 

The  other  idea,  ivhich^  as  we  f aid,  it 

peculiar  to  painters^  and  to  which  they 

ought  to  be  perfedly  habituated,  concerns^ 

in  particular,  the  whole  theory  of  painting  ; 
and  fhould  be  fo  much  at  command,  that  it 

tnay  feem  to  coft  them  no  refledion  to  exe- 
cute their  thoughts :  So  that  after  having 

ftudied  corred  defign,  fine  colourings  and 

all  their  dependencies,  they  ought  to  have 

thofe  ideas  always  prefent  and  ready,  which 
anfwer  to  the  feveral  branches  of  their  art. 

On  the  whole,  true  painting,  by  the 

force  and  great  truth  of  its  imitation,  ouglit, 

as  I  have  obferved,  to  call  the  fpeBator,  to 

furprife  him,  and  oblige  him  to  apprpacb  it, 

as  if  h«  intended  to  converfe  with  the  figures: 
B  1.  In 
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In  eiFetft,  when  the  piece  bears  the  charader 
of  truths  it  feems  to  have  drawn  us  to  it, 

for  no  other  purpofe,  than  to  entertain  and 

infiruB  us. 
But  here  we  muft  obferve,  that  the  ideas 

of  painting  in  general  are  as  different  as  the 

manners  of  the  federal  fchoois.  Not  that 

painters  are  without  thofe  particular  ideas, 

which  they  ought  to  pofTefs :  But  the  ufe 

they  make  of  them  not  being  at  all  times  juft, 
the  habits  which  this  ufe  brings  upon  them, 

their  attachment  to  one  part  more  than  an- 

other, and  the  afFed:ion  they  preferve  for 

the  manner  of  thofe  mafters  whom  they 

have,  imitated,  prejudice  their  choice,  and 
bias  them  to  fome  favourite  branch  of  the 

^rt ;  though  they  are  under  the  ftri(fteft  ob- 
ligation to  make  themfelves  mafters  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  Raphael^  others  Mi^ 

chael  ■■  Angela y  others  the  Caracchis^  and 
others  the  fcholars  of  thefe  mafters:  Some 

prefer  /i?^  uohole  \  others  the  abundance  of 

thoughts }  others  the  graces  j  others  the  ex- 

prefjion  of  the  pajjions  of  the  foul ;  and  there 
are  fome  who  give  themfelves  wholly  up  to 

the  heat  and  tranfport  of  their  genius,  the' 
hut  little  improved,  either  by  ftudy  or  re- 
flection. 

But 
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But  what  can  be  done  with  all  thefe 

vague  and  uncertain  ideas  f  'Tis  certainly 
dangerous  to  reje£t  them;  we  muft  therefore 

refolve  to  prefer  to  all  other  things  that 

truths  which  we  have  fuppofed  in  the  ge- 
neral idea :  For,  to  all  painted  objeBs^  the 

appearance  of  truth  h  more  necelTary,  than 
the  manner  of  any  mailer  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  thofc  accomplifhments,  which  can 
jeither  exalt  or  adorn  human  nature.  For 

which  reafon  we  mufl  fuppofe  truth  on  the 

one  hand,  and  virtue  and  fcience  on  the 

other,  to  be  in  perfed:ion,  when  we  talk  of 

thofe  finifliings,  or  accpmpliihments,  of 

which  either  painting  or  hujnan  nature  is 

fufceptible^  and  which,  without  refting 

.upon  fuch  a  bafis,  can  have  no  good  effed:. 

In  Ihort,  the  fpedator  is  not  obliged  to  feek 

iox  truth  in  a  painting;  but  truth^  by  its 

efFed,  muft  call  to  the  JpeBator,  and  force 
his  attention. 

'Tis  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; 

fo  as  to  raife  the  palTenger  s  defire  to  walk  in, 

and  gratify  his  curiofity.  All  vijible  objeSis 
enter  the  underftanding  by  the  faculty  of 

feein^^  as  mujical  founds  do  by  that  of  hearr- 
B  I  ing. 
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ing.  The  eyei  and  edrs.  are  the  doors^  which 

admit  us  to  judge  of  fainting  and  mufick  : 

The  firft  care  therefore  both  of  the  painter 
and  the  mufician  fhould  be,  to  make  thefe 

entrances  free  and  agreeable^  by  the  force  of 

their  harmony ;  the  one  in  his  colouring  con- 

ducted by  the  claro-obfcuro^  and  the  other  in 
his  accords.  The  fpeClator  being  thus  at- 

tradled  by  the  force  of  the  performance,  his 

eye  difcovers  in  it  thofe  particular  beauties 

which  are  capable  of  inftruding  and  pleafing ; 
the  curious  finds  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  rcje<5t  what- 

ever may  be  vicious.  Every  thing  in  a 

pidlure  is  not  equally  perfed.  Some  paint- 
ings there  are,  which,  with  feveral  faults, 

when  minutely  confidcr'd,  do  not  fail,  ne- 
yerthelefs,  to  catch  the  eye ;  becaufe  of  the 

artifl's  excellent  management  in  his  colourings 
and  the  claro-obfcuro, 

Rempr  ANT, for  inftance,  diverted  him- 

felf one  day  with  drawing  his  maid's  pidure, 
in  order  to  fet  it  at  his  window,  and  deceive 

pafTengcrs  :  His  projed  fucceeded ;  for  the 

fallacy  was  not  difcover'd  till  fome  days 
after.  And  yet,  as  we  may  juftly  imagine 
of  Rembrant,  this  effe(ft  was  not  owing  to 
the  beauty  of  the  defign,  nor  to  the  noble-, 

nefs  of  the  cxpreffion.  When  I  was  in  Hol^ 

land^  I  had  the  curiofity  to  fee  this  pidure  ̂  
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and,  finding  it  to  be  well  pendl'd,  and  ot 
great  force,  I  bought  it,  and  it  has  at  this 

time  a  confiderable  place  in  my  cabinet. 

Other  painters,  on  the  contrary,  have 

fliewn  in  their  works  a  good  many  per- 

fections in  the  feveral  parts  of  the  art; ;  yet 

have  not  been  fo  happy  as  Rembrant,  to  gain, 

at  firft  fight,  fuch  favourable  regards:  I  fay, 

not  happy  ;  becaufe,  if  they  have  fometimes 

fucceeded,  'twas  owing  to  a  chance  difpo- 

fition  of  objeds,  which,  in  the  places  the/ 

filled,  required  an  advantageous  ckro-obfcuro; 

a  perfection  which  cannot  be  denied  them, 

but  wherein  the  fkill  of  the  paijjter  had  very- 

little  fhare  >  fince,  if  it  had  been  the  efFcdl: 

of  fcience,  it  would  have  appeared  in  dj  his 

other  productions. 

Thus  nothing  is  more  common,  than  to  f<s6 

paintings  fet  off  a  room,  purely  by  the  rich- 
nefs  of  their  borderings,  whilft  the  infipidity 

and  coldnefs  of  thofe  paintings  is  fuch,  that 

people  pafs  unconcernedly  by  them,  without 

being  attraded  by  that  truth  which  calls  to 

us.    Now,  to  make  this  point  clearer,  I 

mufl  explain  it  by  the  example  of  fomc 

fkilful  painters,  who  yet  have  not  been 

maflers  enough  to  ftrike  the  eye,  at  firfl 

fight,  by  a  faithful  imitation,  and  a  truth 

which  ought  to  deceive,  as  even  excelling 

nature  itfelf.   The  moft  remarkable  example 

I  can  quote  is  Raphael^  becaufe  of  his  great 

reputation,  and  becaufe  there  was  never  any 

B  4«  painter 
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painter  who  poffeffed  fo  many  parts  of  the 
art,  or  poiTefled  them  in  fo  high  a  degree  of 

perfedion. 

'Tis  very  certain,  by  the  confeffion  of 
many,  that  men  of  knowledge  have  often 

fought  for  Raphaeh  works  in  the  midft  of 

them  ;  that  is,  in  the  halls  of  the  Vatican, 
where  are  his  befl  performances ;  and  have 
asked  their  guides  to  fhew  them  the  works 

pi  Raphael^  without  giving  the  leaft  indi- 
cation of  being  ftruck  with  them  at  the  firft 

glance  of  the  eye,  as  they  expeded  to  be, 

from  that  painter's  reputation.    The  paint- 
ings of  Raphael  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  perfedl  works. 
They  could  not  imagine,  that  the  imitation 
of  nature  would  not,  in  the  works  of  fo 

wonderful  an  artift,  appear  in  all  its  vigour, 
and  all  its  perfection.     This  fhews,  that 
without  the  knowledge  of  the  claro-obfcuro, 
and  of  whatever  depends  on  colouring,  the 
other  parts  of  painting  lofe  much  of  their 
merit,  even  when  they  are  in  that  degree  of 
perfection  to  which  Raphael  carried  them. 

I  SHALL  offer  here  a  lateinftance  of  the 

little  effect  which  Raphaeh  works  produce  at 
firft  fight :  I  had  it  from  (a)  a  friend  well 
known  for  his  genius  and  knowledge,  and 

{a)  Monfieur  de  Valincourt. 
^hpj 
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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  Raphaeh  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  before  his  eyes  what  he 

fo   eagerly  fought  after.     His  conductor 

thereupon  ftopt  him  fliort,  and  faid  
JVhither  are  you  going  Jo  faji.  Sir  ?  There  s 

what  you  look  for,  and  you  do  not  mind.  My 

curious  friend  no  fooner  perceived  the 

beauties  wh'ch  his  fine  genius  pointed  out  to 
him  in  thofe  works,  but  he  refolved.  to  repair 

thither  cften,  fully  to  gratify  his  curiofity, 
and  to  forrn  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  firfl:  fight,  called  to  him,  by 

the  effed:  of  a  colouring  proper  for  each 

object,  and  fupported  by  an  excellent  claro^ 
dbfcuro  ! 

This  gentleman  thought  he  fliould  be 

extremely  furprifed  at  the  fight  of  paintings 
that  had  fo  great  reputation  ;  but  was  not : 

And,  not  being  a  painter,  he  contented  him- 
felf  with  examining  and  praifing  the  airs  of 

the  heads,  the  exprefiions,  the  npblenefs  of 

the  altitudes,  and  the  graces  of  the  parts  he 
beft 
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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- 

pkael's  works,  as  by  other  curious  perfons, ignorant  of  painting. 

Yet  it  muft  be  acknowledged,  thatfome 

of  this  artift's  paintings  are  well  coloured ; 
but  we  muft  not  form  our  judgment  of  the 

whole,  by  the  few  of  this  kind  s  for  it  is 

the  general  run  of  his,  and  other  painters 
works,  that  muft  determine  the  extent  of 

their  capacities. 

Some  objedt,  that  this  great  and  perfe(5t 
imitation  is  not  elTential  to  painting ;  and 

that,  if  it  were,  the  effects  would  appear  in 

fnoft  pictures  s  that  a  pidlure  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  to 

enter  into  a  converfation  with  the  fpedlator, 

becaufe  he  is  already  prepoffefled  with  the 

notion  of  its  being  only  a  painting. 

I  T  is  certain,  that  the  number  of  pidures 

which  call  the  fpedtator  is  but  few :  But 
that  is  not  the  fault  of  the  art ;  the  effer^tial 

lefFed  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  fufRciently 

furnifti'd  with  the  principles  neceflary  for 

com- 
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^npelling,  as  it  were,  thofe  who  pafs  by, 

to  ftop,  and  give  attention  to  his  pieces. 

But  further ;  it  argues  more  genius  to 

make  a  good  ufe'  of  lights  and  {hades,  har- 
mony of  colours,  and  their  fuitablcnefs  to  each 

particular  objedl,  than  to  defign  a  fmgle 

figure  correctly. 
Design,  which  requires  much  time  to 

learn  perfectly,  confifts  of  little  more  than 

an  habit,  which  is  often  repeated,  of  giving 

meafures  and  outlines ;  but  the  claro-obfcuro, 

and  harmony  of  colours,  is  a  continual  fub- 

jeit  of  reafoning,  which  employs  the  genius 

in  ways  that  are  as  different  as  the  compo- 
fitions  themfelves.  A  moderate  genius  may, 

through  perfeverance,  attain  corred:  deign- 

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. 

'Tis  well  known,  that  the  works  of  Tz-* 
tlan^  and  of  all  the  painters  of  his  fchool, 

have  fcarce  any  other  merit  than  their  claro- 

obfcuro ,  and  colouring ;  and  yet  they  bear  a 

great  price,  are  in  great  repute,  and  maintain 
their  ports  in  the  cabinets  of  the  curious,  as 

firfl-rate  pictures. 

When  I  fpeak  of  defign,  I  muft  be  un- 
derftood  to  mean  only  that  material  part, 

which,  by  juft  meafures,  forms  all  objedis 

in  a  regular  manner  j  for  I  am  not  ignorant, 
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  effed:,  which  calls  to  the  fpedtator, 

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  local,  or 

colours  which  faithfully  imitate  thofe  of  any 

particular  objedt.  But  all  this  hinders  not 

the  other  parts  of  art  from  being  neceflary  to 

help  forward  the  whole  work,  and  from 

mutually  affiftingeach  other;  fome  to  form, 

others  to  adorn  the  objedls  painted,  in  order 

to  give  them  a  tafte  and  grace  that  may  in- 
ftrud:,  refpedively,  both  lovers  and  painters, 

and,  in  a  word,  may  pleafe  every  one. 

Thus,  as  it  is  the  duty  of  painting,  both 

to  call  and  pleafe ;  when  it  has  called  the 

fped:ator,  it  muft  neceffarily  entertain  hira 
with  all  the  various  beauties  of  which  it  is 

capable. 
I  MUST  now  proceed  to  fet  the  feveral 

parts  of  painting  in  their  natural  order,  that 

I  may  confirm  the  reader  in  the  idea  I  have 

been  endeavouring  to  eftabhfh :  And  becaufe 

this  idea  is  founded  on  truths  I  (hall  begin 

the  following  difcourfes  with  a  treatife  on 

this  fubjedt :  which  I  am  the  more  obliged 

to  do,  becaufe  the  fubjed:  of  truth,  and  the 

idea  of  painting,  are  fo  nearly  allied,  as  to 

jbe  almofl  the  fame  thing ;  for  all  the  parts 

of 
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of  painting  are  no  further  valuable  than  they 
bear  this  character  of  truth. 

After  the  idea  of  painting  which  I  have 

endeavoured  to  eftabliih,  and  after  the  trea- 

tife  upon  truth,  I  fhall  fpeak  of  the  other 

parts  of  painting ;  and  if  the  grounds  I  go 

upon  are  foUd,  they  may  poffibly  fcreen  me 
as  v\rell  from  the  falfe  critick,  as  from  thofe 

w^ho  are  ignorant  of  the  true  principles  of 
the  art. 

Such  principles  I  will  endeavour  to  efta- 
blifh,  as  may  ferve  to  build  a  rampart  and 

palace  for  painting,  where  great  painters, 

true  criticks,  lovers  of  painting,  and  all  per- 

Ions  of  good  tafte,  may  fafeiy  retire.  In- 
vention will  furnilh  the  thought  of  the 

ftrufture,  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  propriety  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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feeing  the  architedlure,  as  colouring  will 

have  that  of  chufing  the  pidlures ;  and  both 

will  co-operate  to  put  the  finifhing  hand  to 
the  ftru^ture. 

The  lituation,  to  make  it  commodious 

for  painting,  muft  be  diverfified  with  objects 

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  landlkip. 

Among  other  inhabitants  of  this  palace^ 

painting  will  receive  poefy  with  all  the 

marks  of  diftindlion  flie  deferves,  where  they 

will  live  together,  like  two  kind  lifters,  who 

ought  to  love  one  another,  without  jealoufy, 

and  without  difputes:  It  is  with  a  parallol 
between  thefe  two  arts  I  intend  to  clofe  this 

Jfyftem  of  painting. 
Some  perfons  of  good  fenfe  have  blamed 

me  for  making  ufe  of  the  defed:  in  Raphael 

to  confirm- my  fentiment  on  the  idea  of 
painting ;  Raphael,  who  ought  not  to  b& 

mentioned,  fay  they,  but  as  the  model  of  all 

perfection,  confidering  the  general  and  efla- 
blifhed  reputation  he  has  acquired.  They 

own, '  I  have  reafon  in  the  main ;  yec  fay, 
that  I  ought  to  chufe  fqme  pther  example, 

and  join  with  people  of  understanding  in 

treating  Raphael  with  more  complaifance, 

Tbey  add,  that  the  curious  are  aUeady  fet 

againfl 
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againft  me,  becaufe  they  have  imagined,  that 

1  preferr'd  'Rubens  to  Raphael  j  and  that  the 
example  I  make  ufe  of  to  confirm  my  fenti- 
mentj,  ̂ ould  rather  irritate  than  convince 

them  3  and  v^ould  likewife,  with  them,  very 

much  lelTen  the  opinion  which  the  world 

entertains  of  my  fkill  in  painting. 

I  CAN  only  anfwer,  that  I  chofe  Raphael  X/: 

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  (hould  reap  more  advantage, 

and  more  certainly  eftablifh  my  fentiment 

on  the  idea  of  painting,  if  I  fet  it  in  oppo- 
fition  to  all  Raphaels  perfe<£tions.    To  chufc 

Raphael^  therefore,  as  an  example,  becaufe 

he  poffeffed  more  excellencies  than  any  other 

painter,  and  in  order  to  ihew,  that  all  excel- 

lencies lofe  much  of  their  luftre,  when  they 

are  not  accorhpanied  with  a  colouring  which 
calls  the  curious  to  admire  them,  can  never 

be  thought  to  argue  a  contempt  of  him. 

M  Y  intention  is  not  to  write,  either  for 

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  n;i?iy  have  fet  out  in  a  right 

path,  and  for  ̂ 11  thofe,  who,  after  acquiring 
fome  tindure  of  defign  and  colouring,  have 

impartially 

4 
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impartially  examitied  the  bed  works,  arid 

are  docile  enough  to  embrace  thofe  truths 

which  may  be  hinted  to  them* 

A  s  for  half-learned  painters,  who  have  fet 

out  in  the  wrong  path,  and  moft  of  the 

book-learned,  they  ufually  maintain  the  falfd 

ideas  which  they  have  haftily  embraced  ̂   and, 

tho'  Grangers  to  defign  or  colouring,  or  i^^- 

phael^  or  Rubens,  will  talk  of  thofe  two 

painters  according  to  an  antient  tradition, 

which,  though  much  lefTcned  of  late  by 

good  refledions,  has  yet  left  its  impreffions 
on  the  minds  of  many. 

As  for  myfelf,  I  can  fay,  that  haying,  in 

my  travels,  view'd,  with  great  attention,  the 

finell:  pictures  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  refped  to  names,  or  any  other  com- 

plaifance.  I  value  the  feveral  celebrated 

fchools :  I  love  Raphael,  Titian,  and  Rubens ; 

and  I  do  my  utmoft  endeavours  to  dive  into 

the  rare  accomplifhments  of  thofe  greilt 

painters:  But,  whatever  perfedions  they  ma:y 

have,  I  love  truth  better :  Truth  alone  is 

what  fhould  be  had  in  view,  efpecially  by  oite 

who  writes  for  the  publick :  This  is  a  refped 

to  which  the  publick  has  a  right,  and  there- 

fore I  thought  I  could  not  excufe  myfelf 

from  paying  it. 



i 

C  17  ] 

OF 

1  T    R    U    T  H 

I  N 

PAINTING. 

MA  N,  however  much  given  to 
 lying, 

hates  nothing  fo  much  as  a  lye,  and 

the  fureft  v^^ay  to  gain  his  confidence 

is,  to  treat  him  with  fincerity  :  'Tis  needlefs, 
,    therefore,  to  make  an  encomium  here  on 

I    truth,  iince  every  one  loves  it,  and  feels  the 

I    beauties  of  it ;  nothing  is  good,  nothing 

'    pleafes,  without  truth  j  'tis  reafon,  equity, 
good  fenfe,  and  the  bafis  of  all  perfedion  j 

'tis  the  aim  of  the  fciences ;  and  all  the  arts, 

whofe  object  is  imitation,  have  no  other  ten- 

dency than  to  inftrud:  and  diredt  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  fludies. 

C  Besides 
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Besides  the  general  truth,  which  ought 

to  appear  in  all  things,  there  is  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 

importance  it  is  to  the  painter  to  exprefs  it 
well. 

But  before  we  enter  on  the  fubjedl,  it 

muft  be  premifed,  with  regard  to  imitation 

in  painting,  that  though  the  true  objedt  is 

the  natural  one,  and  the  feigned  obje6l  that 

in  the  pidture,  the  latter  is,  neverthelefs, 

called  true,  when  it  is  a  perfedt  imitation  of 
the  former.  It  is  therefore  the  truth  in 

painting,  which  I  fhall  endeavour  to  dif- 

cover,  in  order  to  ihew  its  worth  and  necef- 

fity.  I  obferve,  in  painting,  three  kinds  of 
truth,  iiiz. 

The  limple; 

The  ideal  j  and 

The  compound,  or  perfedl  truth. 

The  fimple,  which  I  call  the  primary 
truth,  is  a  plain  and  faithful  imitation  of  the 

motions  that  exprefs  nature,  and  of  thofe 

objcds  which  the  painter  has  chofen  for  his 

copies,  fuch  as  they  appear  to  the  eye  atfirfl 

fight ;  fo  as  the  carnations  may  feem  to  be 
real  flefli,  and  the  draperies  real  fluffs,  in 
their  feveral  varieties,  and  each  objedt  main- 

tain the  true  characfter  of  its  nature,  and,  by 

the  fofcc  of  the  claro-obfiicro^  and  of  the 
unioa 
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union  of  colours,  the  feveral  painted  objects 

may^^appear  to  have  a  relief,  and  the  whols 
be  harmonious. 

In  all  natural  things,  this  fimple  truth 

difcovers  the  way  by  which  the  painter  may 

gain  his  end  j  which  is  fuch  a  flrong  and 

lively  imitation  of  nature,  that  it  may  feem 

poffible  for  the  figures  to  come  out  of  the 

pidiure,  as  it  were,  in  order  to  talk  with 
thofe  who  look  at  them.  But  let  it  be  here 

obferved,  that  from  this  idea  of  the  fimple 

or  primary  truth  I  abftradt  all  the  beauties 

that  may  embellifli  it,  and  which  either  the 

painter's  genius,  or  the  rules  of  art,  may  add 
to  it,  in  order  to  make  the  whole  perfeA. 
The  ideal  truth  is  a  choice  of  various 

perfections,  not  meeting  in  any  fmgle  copy, 
but  taken  from  feveral,  and  commonly  from 

thofe  of  the  antique. 

This  kind  of  truth  comprehends  an  abun- 

dance of  thoughts,  a  richnefs  of  invention, 

a  propriety  of  attitudes,  an  elegance  of  out- 

lines, a  choice  of  fine  expreflions,  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  fubjed, 

both  to  prefer ve  and  fet  them  off  to  advan- 

tage :  And  this  lawful  fubjeCt  is  fimple 

truth,  in  the  fatne  manner  as  moral  virtues 
C  2  are 



5"*      An  Idea  of  Painting. 

are  only  ideal,  if  they  have  not  a  lawful 

iubjed,  that  is,  a  fubjcd:  properly  difpofed 

to  receive  and  fupport  them  j  without  which 
they  would  be  but  the  fhadows  of  virtue. 

Simple  truth  fubfifts  of  itfelf,  and  gives 

both  relifh  and  fpirit  to  the  perfe<5tions  which 
attend  it ;  and  if  it  does  not  alone  lead  to  an 

imitation  of  perfect  nature,  which  depends 

upon  the  choice  the  painter  makes  of  his 

copy,  it  leads  at  leaft  to  an  imitation  of  na- 

ture, which,  in  general,  h  the  end  of  paint- 
ing. Ideal  truth,  of  itfelf,  mtift  be  allowed 

to  lead  into  a  mod  agreeable  path  :  yet  it  is 

fuch  as  does  not  carry  the  painter  to  the  end 
of  his  art,  but  leaves  him  fhort  of  it ;  and 

the  only  alliftance  he  can  exped:  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 

perfedt  compound,  and  mutually  affift  each 
other;  with  this  difference,  that  the  former 

overpowers  and  darts  its  rays  through  all  the 

perfections  that  are  joined  to  it. 

The  third  truth,  as  a  compound  of  the 

other  two,  gives  the  laft  hand  to  art,  and  the 

perfect  imitation  of  fine  nature.  It  carries 

fo  beautiful  a  probability,  as  often  appears  to 
be  more  true  than  truth  itfelf:  And  the 

reafon  is,  that,  by  the  aforefaid  conjun<ftion, 

the  primary  truth  feizes  the  fpeCtator,  falves 

many  ncgligencies,  and  produces  its  effect 

the  firft,  without  Qur  attending  to  it. 
This 
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This  third  truth  is  the  mark  which  hi- 

therto no  man  has  hit  j  we  can  only  fay, 
that  thofe  who  have  come  the  neareft  to  it, 

are  the  moft  accomplilhed.    The  fimple  and 

ideal  truths  have  been  divided  according  to 

the  genius  and  education  of  the  painters  who 

pofTefTed  them :  Giorgione^  Titian ^  Pordenoji^ 

old  Palma,  the  BaJ'ans^  and  all  the  Venetian 
fchool,  had  no  other  merit,  but  that  of  pof- 
fe fling  the  primary  truth :  And  Leonardo  da 

Vinci  ̂   Raphael^  julio  Romano  y  Poly  dor  e  da 

Caravaggio,  Poujjin^  and  fome  others  of  the 

Roman  fchool,  have  gained  their  greateft  repu- 

tation by  ideal  truth ;  efpecially  Raphael^  who, 
befldes  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  perfect,  than  any  other  Italian  : 

In  effed:,   it  appears,   that,   in  order  to 
imitate  nature  in  its  variety,  this  painter 

ufually  made  ufe  of  as  many  different  na- 
tural objeds,  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  exprefllve,  but  always  preferving  truth, 

and  the  diftinguifliing  character  of  what  he 

copied.     Though  he  was  not  thoroughly 

mafter  of  fimple  truth  in  the  ot].ier  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 

C  3  thcin 
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them  on  paper,  as  they  really  were,  in  order 

t.o  be  teftimonies  of  the  moft  fimple  truth, 

and  to  be  joined  to  the  idea  he  had  of  the 

beauty  derived  from  the  antique.  An  ad- 

mirable condu(5l !  in  which  no  painter  has 

been  fo  fuccefsful  as  Raphael^  fince  the  re- 
vival of  the  art. 

Now,  if  perfed  truth  be  compofed  of 

the  fimple  and  ideal,  painters  may  be  faid 

to  excel,  in  proportion  to  the  degree  wherein 

they  poiTefs  thofe  feveral  truths,  and  to  the 

happy  facility  they  have  acquired  of  joining 

them  into  one  compound. 

After  having  fettled  what  truth  is  in 

painting,  it  is  proper  to  inquire,  whether 
thofe  painters,  who  exaggerate,  or  overdo 

the  out-lines  of  their  figures,  in  order  to 

feem  learned,  have  not  abandoned  truth,  by 

exceeding  the  bounds  of  a  regular  fimplicity. 

In  this  point,  painters  ufe  the  word  charge^ 

to  fignify  any  thing  that  exceeds :  Now,  as 

every  thing  that  exceeds,  is  beyond  proba- 

bihty,  'tis  certain,  that  whatever  may  be 
faid  to  be  charged^  is  contrary  to  the  truth 
which  we  would  eftablifh.  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 

exceffes,  the  grande  maniere.  But  thofe 

iwho  have  a  true  idea  of  corrednefs,  of  xz- 
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gular  fimplicity,  and  of  the  elegance  of 

nature,  will  look  upon  thefe  exceffes  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  charader  of  truth  more  apparent. 

Some  painters  there  have  been,  who,  in- 

flead  of  a  reafonable  moderation  in  their  de- 

figns,  have  affeded  to  exprefs  their  out-lines 

and  mufcling  with  greater  exadnefs  than 

the  art  of  painting  requires :  Their  motive 

was,  to  gain  to  themfelves  the  reputation  of 

being  fkilful  in  defign  and  anatomy  j  but 

their  motive,  like  their  pidures,  has  a  cer- 

tain air  of  pedantry,  more  capable  of  leflening 

the  beauty  of  their  works,  than  of  increafmg 

their  reputation :  It  muft,  indeed,  be  granted, 

that  the  artift  ought  to  underftand  anatomy, 

and  the  ftiarp  f wells,  which  are  its  confe- 

quences  j  becaufe  anatomy  is  the  bafis  of  de- 

figning,  and  becaufe  thefe  fwells  may  lead 

thofe  to  perfection,  who  know  how  to  take 

and  to  leave  as  much  of  them  as  is  neceftary 

to  make  exadlnefs  and  fimplicity  of  defign 

agree  with  good  tafte:  Such  things  may  alfo 

be  tolerable,  and  often  agreeable,  in  mere 

fketches  of  a  pidure,  and  the  learned  painter 

may  profitably  make  ufe  of  them  when  he 

begins  and  dead-colours ;  but  fliould  cut  them 

c  ̂   oft: 
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ofF  when  he  would  have  his  work  appear  in 

perfedion ;  as  the  archited  ftrikes  his  centre 
as  foon  as  the  arch  is  fet. 

O  N  the  whole,  the  antique  ftatues,  which 

have  pafled  at  all  times  for  the  rule  of 

beauty,  have  nothing  charged,  nothing  af- 
fedlcd  ;  nor  is  there  any  thing  of  this  kind 

in  the  works  of  thofc  who  have  always  imi- 

tated them ;  as  Raphael^  PouJJin^  Domini" 
chino^  and  fome  others. 

Not  only  all  affectation  is  difpleafing, 
but  nature,  befides,  is  obfcured  and  overcalt 

by  a  bad  habit,  which  painters  call  manner. 

The  better  to  underftand  this  principle, 

'tis  proper  to  know,  that  there  are  two  forts 
of  painters :  Some,  and  they  are  but  few, 

paint  according  to  the  principles  of  art,  and 
make  truth  fo  obvious  in  their  works,  as  to 

Itop  and  entertain  the  fpedator ;  others  work 

only  practically,  by  an  expeditious  habit, 

which  they  have  either  taken  up  without 
reafon,  or  learnt  of  their  mafters  without 

refledion.  Though  thefe  fometimes  do  well, 

either  by  chance,  or  by  the  help  of  their 

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, 

or  that  probability,  which  is  the  fole  objedt 

of  a  true  painter,  and  the  end  of  painting. 

FpR 
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For  the  reft,  among  all  the  fine  arts, 

there  is  certainly  none,  where  truth  ought 

to  be  fo  confpicuous,  as  in  painting:  The 

other  arts  do  but  revive  the  idea  of  things 

abfent ;  vrhereas  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 

of  the  perfon  painted,  and  what  would  befal 

him  'Twas  this  painter  s  care,  therefore, 
rather  to  obferve  truth  in  his  portraits,  than  to 
embeUifh  them  with  falfities.  In  efFedt,  truth 

has,  in  this  cafe,  fo  many  charms,  that  it 

ought  to  be  always  preferr'd  to  borrowU 
beauty;  fince,  without  it,  portraits  can  only 

preferve  a  vague  and  confufed  idea  of  our 

friends,  and  not  the  true  character  of  theiy 

What  can  be  inferr'd  from  all  this  rea^ 
foning,  but  that  there  is  in  painting  a  pri- 

mary, an  efiential  truth,  which  leads  the 

painter  directly  to  his  end;  an  animated  truth, 
which  not  only  fubfifts  and  lives  of  itfelf, 

but  alfo  gives  life  to  all  the  embellilhments 

of  which  it  is  fufceptible,  and  which  ought 

to  be  joined  with  it;  and  that  thefe  per- 
fedlions  are  but  fecondary  truths,  which,  by 

themfelveSj  have  no  fprqe  to  move,  but  yet 

perfons 



26  Idea     Pa  I N  T I N  G. 

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  which  exprefs  naT 

ture,  and  of  objedts,  fuch  as,  at  firft  fight, 
they  prefent  themfelves  to  the  eye,  with  all 
their  varieties,  and  in  theif  true  charadlers. 

I  T  appears,  therefore,  that  every  painter, 

■who  not  only  negledls  the  primary  truth, 
but  does  not  take  great  pains  to  make  him- 

felf  thoroughly  mafter  of  it,  will  only  build 

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 

of  truth  we  have  endeavoured  to  eftablifh. 

Copy  of  a  Letter  from  Monfetir  Du 

Guet,  to  a  Lady  of  ̂tiality^  who 

had  fent  him  the  preceding  Difcourfe^ 

and  had  ajked  his  Opinion  of  it. 

I  p.  March  1704. 

THE  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.  It  appears 

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 

}earned;,  with  gfeat  pleafure,  the  fecret  of 
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reconciling  two  things,  which  I  took  to  be 

oppofite  J  the  art  of  imitating  nature,  and 

that  of  going  beyond  this  imitation,  by 

adding  to  her  beauties,  in  order  to  attain 

them ;  and  of  correding  her,  to  make  her 

more  apparent.  The  fimple  truth  gives  Hfe 

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. 

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  j  art 

departs  in  this  cafe  from  nature ;  takes  her 

place,  inftead  of  reprefenting  her ;  difappoints 

the  fpedator's  expedation,  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  has  all  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  perfecfl,  it  pleafes  no  fur- 

ther than  it  is  agreeable  and  finifti'd,  and  the 
copy  has  nothing  that  was  mifled  in  the 

original. 
The  ufe  we  are  therefore  to  make  of  this 

lecoridary  truth  is,  to  fupply  every  fubjedt 

^4th 
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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 

perfedions,  which  nature  has  commonly 
ieparated. 

The  fecondary  truth  is,  flridly  fpeaking, 
very  near  as  real  as  the  primary  ;  for  it  does 
not  invent  5  it  chufes  from  all  parts ;  it 
Itudies  whatever  may  pleafe,  inftrud:,  or 

animate.  Nothing  efcapes  it,  not  even  w^hat 
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. 

'Tis  for  this  reafon,  methinks,  that  the 
union  of  thefe  two  truths  has  fo  furprifing 

aneffedtj  for  this  union  produces  a  perfed: 
imitation  of  what  is  moft  ingenious,  moft 

moving,  and  moft  perfed  in  nature.  Every 
thing  here  is  probable,  becaufe  it  is  true; 

but  furprifing,  becaufe  it  is  rare  j  every 

thing  flrikes,  becaufe  every  thing  that  is 

capable  of  ftriking  has  been  obferved  ;  yet 

nothing  appears  affedted,  or  overdone,  be- 

caufe there  is  nothing  here  that  is  wonderful 

and  perfed,  which  has  not  been  copied  from 
nature. 

'Tis  departing  from  the  rules,  and  the 
end  of  painting,  to  let  any  one  beauty  over- 

power another,  or  to  aim  at  a  reputation  for 

^ny  one  part,  and  not  for  the  whole :  De- 
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fign,  fkill  in  anatomy,  and  even  the  defire 

to  pleafe,  and  be  approved,  ftiould  all  be 

fubfervient  to  truth.  A  true  painting,  in, 

fliort,  ought  to  trar^fport  the  fpedlator  from 

the  very  firft  moments  he  fees  it,  and  not  to 

give  him  leave,  till  afterwards,  to  think  of 

the  painter,  and  admire  his  art. 

Monsieur  du  Piles  has,  very  hap- 

pily, difplayed  the  charader  of  ̂itia?i,  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  ftretch  of  the 
art. 

I  KNOW  not,  Madam,  why  I  fay  fo  much 

on  this  fubject,  if  not  to  let  you  fee,  how 

full  I  am  of  what  I  have  been  reading,  and 

what  value  I  fet  on  fuch  things  as  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  RefpeB, 

your  moft  humble, 

and  moft  obedient  Servant. 

OF 
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INVENTION. 

IN  order  to  obferve  fome  method  in  treat- 

ing of  the  feveral  parts  of  painting,  we 

may  confider  it  in  two  lights ;  either 

with  regard  to  the  young  fludent,  or  to  the 

perfect  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  perfedlion,  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 

objeds,  he  muft  determine  which  he  would 

reprefent.  'Tis  in  this  fecond  light  I  am 
here  to  confider  painting,  that  I  may  give 

an 

1 
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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 

cxprefs  different  things :  Some  would  convey 

fuch  an  idea  by  it,  as  they  take  to  compre- 
hend the  whole  compofition  of  a  pidture; 

others  have  afcribcd  to  it  fertility  of  genius, 
newnefs  of  thoughts,  and  the  method  of 

expreffing  them,  and  of  treating  the  fame 

fubjed;  in  different  ways.  But  though  thefe 

particulars  are  extremely  proper  for  Support- 

ing invention,  for  ornamenting  it,  and  giving 
it  heat  and  life,  they  are  aeither  the  ground 
nor  the  effence  of  invention  ;  for  a  painter, 
who  is  not  mailer  of  all  thefe  things,  may, 
neverthelefs,  do  his  part  in  invention,  by 
the  juflnefs  of  his  thoughts,  the  prudence 

of  his  choice,  and  the  folidity  of  his  judg- 
ment. 

Invention,  therefore,  as  it  is  but  apart 

of  compofition,  cannot  give  a  perfect  idea  of 

it ;  for  compofition  implies  both  invention 

and  difpofition  ;  'tis  one  thing  to  invent  ob- 
jedts,  and  another  to  place  them  rightly.  I 
fhall  not  flop  here,  to  refute  the  other  ideas 

which  have  been  entertained  of  invention  ; 

as  I  hope  to  define  it  in  fo  true  and  obvious 

a  manner,  that  I  imagine  there  will  be  no 

diverfity  of  opinions  on  this  fubjed:. 

I  T  A  K  E  invention  to  be  a  choice  of  the 

obje^s  that  enter  into   the  compofitioii  of 
the 
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the  fubjeB  which  the  painter  would  treat  of. 

I  fay,  a  choice  ;  becaufe  objedls  ought  not 

to  be  brought  into  a  picture  inconfiderately, 

and  without  contributing  to  the  expreffion 

and  chara6ler  of  the  fubjed.  I  fay,  that 

thefe  objedts  ought  to  enter  into  the  compo- 
fition,  but  not  wholly  compofe  the  picture  j 

to  the  end,  that  invention  may  not  be  con- 

founded with  difpofition,  and  may  leave  it 

at  full  liberty  to  ad:  its  part,  which  confifts 

in  placing  the  aforefaid  objedls  to  the  beft 
advantage. 

Poets,  as  well  as  orators,  kave  their 

different  flyles  to  exprefs  themfelves  in,  ac- 
cording to  the  feveral  fiibjedia  they  treat  of  5 

and  upon  this  depends  the  choice  of  words, 

•  of  harmony,  and  of  the  turn  which  they 

give  to  their  thoughts.  'Tis  the  fame  in 
painting :  When  the  painter  has  chofen  his 

fubjedt,  he  mufl  chufe  his  figures,  and  their 

dependencies,  accordingly.  The  painter,  as 

well  as  the  poet,  has  his  fublime  flyle  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. 

Eut  this  point  would  require  a  treatife  of 
itfelf.  , 

Invention,  as  it  relates  to  painting, 

may  be  confidered  in  three  refpeds  j  it  is 

either 
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either  {imply  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  figures 

together.  And,  'tis  ufual  to  fay.  Such  a 
painter  does  hijiory,  fucb  a  one  paints  beafis^ 

fuch  a  one  landjkip,  fuch  a  one  foivers,  and 
fo  forth.  But  there  is  a  difference  between 

the  divifion  of  the  kii>ds  of  painting,  and  the 
divifion  of  invention.  I  here  take  the  word 

hiftory  in  a  large  fenfe,  and  mean  by  it, 

every  thing  that  can  either  fix  the  painter's 
idea,  or  inform  the  fpedator.  I  fay,  there-- 
fore,  that  invention,  fimply  hiftorical,  is  fuch 

a  choice  of  objeds  as  fimply  of  the'mfelves 
reprefent  a  fubjedt. 
This  kind  of  invention  comprifes  not 

only  all  forts  of  hiftory,  whether  true  or 
fabulous,  as  related  by  authors,  or  eftabli(hed 

by  tradition,  but  alfo  portraiture,  views  of 

countries,  beafts,  and  all  the  productions  of 

art  and  nature ;  for  in  painting  a  pidure,  the 

artift  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  infedl  >  for  though  the  artift  may 

-  confine  his  genius  to  fuch  things,  they  are  often 

capable  of  yielding  inftrudion,  as  they  have 

their  particular  virtues  and  proprieties :  Thofe 

who  have  written  of  them,  and  have  fet  off 
D  their 



3  4  0/"  I  N  V  E  N  T  1  O  N  . 
their  works  with  demonftrative  figures,  are 

called  hiflorians  j  and  we  fay,  The  hiftory 

of  plants,  the  hiftory  of  animals,  as  well  as 
that  of  Alexander  the  Great.  Invention, 

fimply  hiftorical,  has  therefore  its  degrees, 

and  is  more  or  lefs  valuable  according  to  the 

quantity  of  its  matter,  the  nature  of  its 

choice,  and  the  genius  with  which  it  is  ma- 

naged. 

Allegorical  '.nvention  is  a  choice  cf 
objeds  that  ferve  to  reprefent  m  a  piece, 

either  wholly  or  partly,  what  in  fa(ft  they 

are  not.  Such,  for  inftance,  is  the  painting 

of  Apelles^  reprefenting  Slander^  as  defcribed 

by  Lucian :  Such  alfo  is  the  moral  painting 

©f  Hercules^  placed  between  Venus  and  Mi- 

nerva, where  thofe  pagan  deities  are  only 
introduced,,  to  fhew  the  force  of  virtue. 

And  fuch  is  the  pidlure  of  the  School  of 
Athens^  in  a  chamber  of  the  Vatican,  where 

feveral  figures,  of  different  times,  countrieSg 

and  conditions,  are  brought  together  to  re- 

prefent Philofophy.  The  three  other  pidlures 
in  the  fame  chamber  are  drawn  in  the  fame 

allegorical  manner ;  and,  if  we  confider  the 

tranfadions  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.)  I  Car,  x.  6. 
the 
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the  new  law,    Thefe  are  examples  of  fub- 

jeds  which  are  wholly  allegorical. 

The  works,  which  are  but  partly  allei 

gorical,  engage  our  attention  more  eafily, 
and  more  agreeably ;  becaufe  the  fpedtator, 

being  affifted  by  the  mixture  of  figures  purely 

hiftorical,  diftinguiihes,  with  pleafure,  the 

allegorical  figures  that  are  joined  with  them. 

We  have  an  authentick  example  of  this  in 

the  bas-reliefs  of  the  Antonine  column^  where 

the  fculptor,  being  to  exprefs  fome  rain, 
which  the  chriftian  army  obtained  by  their 

f)rayers,  (b)  has  introduced,  among  the  fol- 

diers,  a  raining  'Jupiter^  having  his  beard 
and  hair  covered  with  water,  which  falls  from 

thence  in  abundance.  Now,  'Jupiter  is  not 
placed  there  as  a  God  who  makes  a  part  of 

the  ftory,  but  as  a  fymbol  of  rain,  after  the 
manner  of  the  heathens.  Antient  authors, 

fpeaking  of  the  paintings  of  their  times,  re- 
late many  examples  in  allegory  :  And,  fince 

the  revival  of  the  art,  painters  have  made 

frequent  ufe  of  them  j  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, 

{h)  This  happened  in  the  reign  of  the  Emperor Myrcwj  — 
Jurelius^  who  erected  the  column  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  ftatue  of  Jntonmus,  who  had  adopted 
him  to  the  empire, 

D  2  and 
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and  is  founded  on  a  received  ufage,  and  tHe 

knowledge  of  books  and  medals  j  and  chofe, 

rather  than  confult  them,  to  invent  a  parti- 

cular allegory,  which,  tho'  ingenious,  could 
not  be  underftood  by  any  but  themfelves. 

MrsTiGAL  invention  refped:s  the  chri- 
ftian  religion.  Its  end  is  to  inftrud  us  in 

fome  myftery,  grounded  on  fcripture ;  which 

myftery  is  reprefented  to  us  by  feveral  objeds 
that  concur  to  point  out  fome  truth. 

Our  myfteries,  and  the  points  of  faith, 

which  the  church  has  injoined,  furnifh  a 

great  many  examples.  The  fecond  council 

of  NicCy  having  allowed  of  fetting  before  the 

eyes  of  the  faithful  the  my  fiery  of  the  T nnity^ 

painters  reprefent  the  Father  under  the  figure 
of  a  venerable  old  man  j  the  Son  in  his  hu- 

manity, as  he  appeared  to  his  difciples  after 

the  refurred:ion  ;  and  the  Holy  Gh&ji^  in  the 

form  of  a  dove,  ̂ he  lafi  judgment,  the 

church  triumphant^  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  fubjed  is,  The  myftery 
of  the  incarnation.  Now,  had  the  author 

of  this  defign  been  willing  to  treat  the  An- 

'  nu72ciation  hiftorically,  he  might  have  only 
drawn  the  virgin  Mary  in  a  plain  room, 

without  other  company  than  the  angel  j  but, 
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being  refolved  to  treat  the  fubjed:  myfticaily, 

he  has  placed  her  on  a  kind  of  throne  or 

half-pace,  where,  on  her  knees,  (lie  receives 

hunably,  but  with  dignity,  the  angel's  em- 
baiTy,  whilft  God  the  Father^  having  fettled 

with  his  Son  the  price  of  man's  redemption^ 
aflifts,  as  it  were,  •  at  the  performance  of  the 
contract.    The  Father  is  feated  majeftically 

on  the  globe  of  the  world,  encompaffed  by 

the  celeftial  choir,  and  having,  at  his  right 

hand,  yuftijication  and  PeacCy  which  it  had 

been  agreed  to  beftow  on  the  whole  earth. 

He  fends  his  Holy  Spirit  to  work  this  great 

piyftery.  The  Holy  Spirit  is  fui  rounded  with 

a  circle  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  diiferent  attributes, 

which  the  church  afcribes  to  the  holy  vir-^ 

gin,  to  fhew,  that  of  all  mankind  (lie  was 

the  worthiefl  of  the  grace  with  v/hich  Hie 

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  MeJJiah  ;  the  Prophets  who  foretold  it, 

the  Sibyls  who  fpoke  of  it,  and  the  little 

Genii,  reconciling  the  paffages  of  the  Sibyls 

with  thofe  of  the  Prophets.    Thus  does  this 

pidure  myftically  difplay  the  truth  and 

grandeur  of  its  fubjed. 

1 
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I  HAVE  now  gone  through  the  three 

ways  in  which  v/e  may  conceive  invention  ; 

to  wit,  as  either  fimply  hillorical,  or  allego- 
rical, or  myftical.  Let  us  now  fee  what 

they  have  in  common  one  with  another  j 

after  which  we  fhall  fpeak  of  the  qualities 
peculiar  to  each  of  them. 

ApAiNTER  of  genius  finds,  in  all  the 

parts  of  his  art,  ample  matter  to  make  it 

appear.  But  the  part  that  gives  him  moil 

opportunities  of  (hewing  his  fenfe,  imagin- 

ation, and  judgment,  is,  without  doubt, 

invention.  'Tis  by  means  of  invention,  that 
painting  goes  hand  in  hand  with  poefy ;  it  is 
chiefly  invention  that  gains  the  efteem  of  the 

better  fortj  I  mean,  perfons  of  judgment, 
who,  not  fatisfied  with  the  bare  imitation  of 

objedls,  would  have  the  choice  of  them  to  be 

juft,  in  order  to  exprefs  the  fubjed. 

But  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 

ieen.  Accordingly  the  talents  of  particular 
men  are  either  funk  in  the  lownefs  of  com- 

mon objedls,  or  elfe  rife  to  the  fublime,  by 
fearching  for  fuch  as  are  extraordinary.  For 
this  reafon,  fome  painters,  who  have  cul- 

tivated their  parts,  have  happily  fupplied  ̂  '  want 
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want  of  genius ;  and,  raifing  themfelves  with 

their  fubjedt,  their  fubjed:  has  been  obferved 

to  rife  and  grow  greater  on  their  hands. 

Without  the  neceffary  parts  of  knowledge, 

one  is  hable  to  many  miftakes ;  but  when 

■we  are  pofTefTed  of  them,  every  thing  pre- 
fents  itfelf  regularly,  and  comes  infcnfibly 
into  order. 

'Tis,  neverthelefs,  convenient  for  young 

people,  after  having  lludied  the  effentials  of 

their  art,  and  before  they  give  publick  proofs 

^)f  their  abilities,  to  exerciCe  their  genius  on 

all  forts  of  fubjeds ;  becaufe,  like  new  wine, 

which  violently  ferments,  that  it  may  be- 

come in  time  more  palatable,  they  at  firft, 

give  themfelves  wholly  up  to  the  impetuofity 

of  their  imagination  j  but  wlfen  their  firft 

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  copfider  them  as  a  plant  which  muft 

be  fet  in  a  particular  fort  of  ground,  prefer- 
ably to  any  other,  in  order  to  yield  its  fruit 

in  its  feafon.    In  the  fame  manner,  if  the 

painter  can  chufe  his  own  fubjedt,  he  ought 

to  prefer  that  which  beft  fuits  the  nature  and 

cpmpafs  of  his  genius,  and  affords  hini  mat- 
ter for  exercifing  it  in  the  manner  for  which 

he  is  beft  furnifhed.    To  give  heat  to  his 

D  4  imagination, 
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imagination,  he  muft  turn  his  ideas  into  dif- 

ferent fhapes,  he  muft  read  his  fubjed:  fe* 
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  himielf  to  be  tranf- 

ported,  even  to  enthufiafm,  which  is  the 

diftingui{hing  quality  both  of  a  great  painter, 
and  a  great  poet. 

A  s  the  painter  can  reprefent,  in  the  fame 
piece,  no  more  of  riature,  than  what  is  to 

be  feen  at  one  glance  of  the  eye,  he  cannot, 
for  this  reafon,  exhibit,  in  the  fame  piece, 
what  paf?ed  at  different  times ;  and  if  fome 
have  taken  the  liberty  to  do  otherwife,  they 
are  inexcufable  for  it,  unlefs  they  ,were 
forced  to  do  it  by  thofe  who  employed  them, 
or  unlefs  they  meant  to  compofe  a  myfterious 
or  allegorical  fubjed:,  like  the  pidure  of  the 
School  of  Athens. 

But  afcer  the  fubje6t  is  well  lix'd,  it  is 
extremely  proper  to  introduce  fuch  circum- 
ftances  as  ferve  to  fortify  its  charader,  and 
make  it  known.  They  muft  not,  however, 
be  fo  numerous  as  to  tire  the  attention,  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  inftruding 
the  fpedrator,  he  ought,  befides,  to  divert 
him  with  variety.  This  variety  appears  in 
the  fexes,  ages,  countries,  conditions,  atti- 

tudes^ 
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mdes,  exprefllons,  diverfity  of  animals,  fluffs, 

trees,  buildings,  and  every  thing  that  can 

exercife  the  mind,  and  properly  fet  off  the 

fcene  of  the  pidure.  I  would  not,  how- 

ever, approve  of  this  abundance  of  objeds, 

and  of  this  variety,  how  pleafing  foever  in 

other  refpedls,  but  fo  far  as  it  is  fuitable  to 

the  fubjed,  or  at  leaft  has  fome  inftrudive 

relation  to  it ;  for,  as  fome  fubjeds  breathe 

nothing  but  joy  and  tranquillity,  fo  there 

are  others  which  are  either  mournful  or 

tumultuary  ;  fome  require  gravity,  dignity, 

refped,  filence,  and  fometimes  fohtude,  and, 

confequeritly,  admit  but  of  few  figures  5  as 

there  are  others  which  are  fufceptible  of  a 

great  many,  and  of  fuch  a  variety  of  objeds 

as  the  fkill  of  the  painter  thinks  proper  to 

introduce :  For  the  whole  muft  have  a  ten- 

dency to  the  hero  of  the  fubjed:,  and  pre- 

ferve  an  unity  well  expreffed,  and  well  con- 
ceived. 

These  are  the  general  properties  of  the 
three  kinds  of  invention.  It  remains  to  con- 

fider,  what  is  peculiar  to  each  of  them. 

Among  the  properties,  of  which  in- 

vention, fimply  hiftorical,  is  fufceptible,  I 

obferve  three,  fidelity,  perfpicuity  or  clear- 

nefs,  and  good  choice.  I  have  elfewhere 

obferved,  that  fidelity  in  hiflory  is  not  the 

e/Tence  of  painting,  but  only  a  neceffary  ap- 
pendage to  the  art  5  for,  though  the  painter 

be  only  aji  hiflorian  by  accident,  he  is,  ne- 
verthelefs, 
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verthelefs,  to  blame,  if  he  does  not  acquit 
himfelf  well  in  what  he  has  undertaken. 

By  fidelity  I  mean  an  exact  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  thq 

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 
fubjedl  with  fome  mark  of  erudition,  fuch 

as  may  awaken  the  fpeftator's  attention, 
without  deftroying  the  truth  of  hiftory  j  if 

he  can  blend  fome  poetical  pafTage  with 
thofe  hiftorical  fads  that  admit  of  it ;  in  a 

word,  if  he  can  treat  his  fubjecft  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  perfpicuity  or  clearnefs ; 

fo  that  the  fpe£lator,  if  fufficiently  acquainted 

with  hiftory,  may  eafily  difcover  what  par- 
ticular paffage  the  painter  would  reprefent. 

Whence  it  follows,  that  all  ambiguity  muft 

he  removed  by  fome  peculiar  mark  of  the 

fubje£t,  that  may  diftinguifti  it  from  any 

other.  I  fpeak  here  of  fubje^ts  which  are 

uncommon ;  for  thefe  which  are  generally 

known,  and  are  often  repeated,  have  no 

need  of  this  precaution.    If  the  fubjedt  is 

not 
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not  enough  known,  or  if  the  painter  cannot 

well  bring  in  fome  objed  to  explain  it,  he 

ought  to  make  no  difficulty  of  inferting  a 

motto  or  infcription.  Of  the  many  ex- 

amples of  this  kind,  both  antient  and  mo- 

dern, I  (hall  chufe  only  two,  which  are 

well  known  j  one  of  Raphael^  and  the  other 

of  Hannibal  Caracche.  The  latter  having 

painted,  in  the  Farneftan  gallery,  the  ftory 
of  Anchifes  endeavouring  to  give  proofs  of 

his  love  to  the  goddefs  Venus ;  left  Anchifei 

fhould  be  miftaken  for  Adonis,  has  artfully 

made  ufe  of  Virgil  %  words,  (c)  Genus  wide 
Latinum  which  he  writ  beneath  the  bed, 

on  the  bottom  of  the  alcove.  And  Raphael^ 

in  his  ParnaJJ'iis,  having  placed  Sappho  among 
the  poets,  has  writ  the  name  of  that  learned 

dame,  left  ftie  fhould  be  taken  for  one  of 
the  mufes. 

The  third  property  of  hiftorical  inven- 
tion is  the  choice  of  the  fubjed,  fuppo fmg 

the  painter  has  the  power  to  chufe  j  for  a  re- 

markable fubjed  furniftiesmoft  opporliinities 

of  enriching  the  fcene,  and  commanding 

attention.  But  if  the  painter  beftows  his 

pencil  upon  a  little  fubjed:,  he  muft  endea^- 

your  to  make  it  great,  by  the  extraordinary 
manner  in  which  he  treats  it. 

Allegorical  invention,  in  like  man- 

ner, has  three  properties.    The  firft  is,  that 

(c)  Alluding  to  the  origin  of  the  Italian  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  fymbols,  as  'tis  a  perfedtion  to 
entertain  it,  for  fome  moments,  by  fuch  allcr 

gorical  figures  as  are  known,  generally  re- 
ceived, and  ingenioufly  employed.  Obfcurity 

tires  the  mind  ;  but  perfpicujty  makes  it  en- 

joy the  difcovery  with  pleafure. 

The  fecond  property  of  allegory  is  its 

authority.  Cafar  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  extrads  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  limple  objeds,  which  belong 

to  it,  'tis  needlefs  to  feek  for  foreign  aids, 
which  ferve  rather  to  embarafs  than  adorn 

fuch  a  fubjedt. 

Mystical  invention,  as  it  is  intirely 

devoted  to  religion,  muft  be  pure,  and  free 

from  any  mixture  of  objects  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, 

(d )  Sicut  tenebres  ejui,  ita  et  lumen  ejus, 
makes 
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makes  itfelf  intelligible  when  it  pleafes ;  but 

the  painter,  who  can  neither  penetrate  nor 

alter  the  fpedator's  underftanding,  ought  to ufe  his  utmoft  efforts  to  be  underftood. 

A  s  nothing  is  more  facred,  more  grai^, 

more  permanent,  than  the  myfteries  of  our 

religion,  they  can't  be  treated  in  a  flyle  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. 

To  conclude,  in  whatever  manner  the 

part  of  invention  be  difcharged,  it  mufl  ap- 
pear to  be  the  efFecl  of  an  eafy  genius,  rather 

than  of  laborious  refleftion :  And  as  there  are 

talents  for  attaining  facility,  there  are  alfo 

talents  for  concealing  labour  ;  and  each  have 

their  merit,  and  their  partizans. 
Happ^  is  the  man,  on  whom  nature 

has  beflowed  a  genius  able  to  run  through 

the  vafl  race  in  this  part  of  painting,  and  to 

chufe  his  objects  well,  in  or^er  to  make  his 

fubjedl  intelligible,  in  order  to  enrich  it,  and 

inflrudt  the  fpedtator  :  But  flill  more  happy 

is  the  artifl,  who,  after  knowing  every  thing 
that  contributes  to  fine  invention,  knows 

himfelf  ftill  better,  and  makes  a  proper  efli- 
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,  ... 
A 
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A 

PESCRIPTION I 

O  F   T  H  E 

School  of  ATHENS, 

A  Painting  of  RAPHAEL, 

Referred  to  in  the  preceding  Difcotirfe 

<?/'InV.  ENTION. 

THIS  pidure,  ufually  called,  The  School 
oj  Athens,  has  been  varioully  under- 

ftood  by  thofe  who  have  defcribed  it  5  and 
it  is  furprifing,  that,  among  others  who 
have  publiflied  an  explication  of  it,  Vafari, 
a  Cotemporary  of  Raphael,  fhould  have 
made  fo  great  a  miftake  as  to  negled:  con^ 
fulting  him,  that  he  might  draw,  from  the 
fource  itfelf,  thofe  inftrudions  he  had  oc- 
cafion  for,  to  explain  a  work  which  has 
made  fo  much  noife  throughout  all  Italy, 

Th IS  author,  who  firft  wrote  of  it,  fays, 
that  it  is  the  agree?nent  of  philofophy  and  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  infcription  under  it,  taken from 

4  \ 



CHOOL  ̂ Athens.  47 

from  the  adis  of  St.  Paul^  to  induce  us  to  be- 

lieve, that  this  apoftle,  after  having  met  with 

an  altar,  on  v^^hich  was  infcrihed,  TO  THE 

VN KNOWN  QOD,  is  here  prefenting 
himfelf  before  the  judges  of  the  Areopagus, 

to  give  them  the  knowledge  of  the  God  they 
were  ignorant  of,  and  to  inftrud  them  in 

the  article  of  the  refurreBion  of  the  deady 
about  which  xht  Epicureans  and  Sfoicks  were 

then  difputing. 

Ago  ST  I  NO  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  St.  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  much  time  here 

in  refuting  thefe  errors,  which  are  equally 
grofs,  I  fhall  only  defcribe  the  four  deling 
figures,  which  correfpond  with  the  four 

fubje<as  painted  in  the  chamber,  where  this 
ftands,  and  which  evidently  point  them 
out. 

The  firfi:  reprefents  Theology,  with  thcfe 
words  —  Scientia  divinarum  rerum,  the 
knowledge  of  things  divine. 

The  fecond  is  Philofophy,  with  thefe 
words  —  Caufarwn  cognitio^  the  know- 

ledge of  caufes. 
The 
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The  third  isjurijprudence,  or  Knowledge 

in  the  law ;  with  thefe  words  Jus  juiim 

imicuiquej  doing  right  to  every  one  :  And 

The  fourth  repreferits  Poefy ;  with  thefe 

v/ords -^Numme  affiatur,  infpired  by  the 
Deity. 

Now,  in  the  piece  called  the  Jchool  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 archited;ure,  confifting  of  arcades  and 

pilafters,  and  fo  difpofed  as  to  render  the 

profpedl  of  them  gradually  diminifhing,  and 
the  break  advantageous,  and  to  give  a  grand 

idea  of  the  fubje(fl.  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- 
fedion  in  which  we  fee  it,  Raphael^  who  had 

a  mind  to  reprefent  this  fcience  by  an  af- 

fembly  of  philofophers,  could  not  efFed:  it 

by  putting  together  only  thofe  of  ona  age. 

The  painter's  intention  was,  not  to  compof© 
a  fimple  hiflory,  but  an  allegory,  where  the 

diverfity  of  times  and  countries,  does  not 

hinder  the  unity  of  the  fubjedt.  Raphael 

has  taken  this  method  in  drawing  the  three 

other 
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other  pictures  in  the  fame  chamber,  to  wit, 

theology^  jurifprudefice^  and  poejy.  In  the 
firft  of  which  we  fee  the  feveral  fathers  of 

the  church ;  in  the  fecond,  the  lawyers  j  and 

in  the  third,  the  poets  of  all  ages. 

From  the  difpofition  of  the  figures  in 

this  piece,  and  from  the  nature  of  their  feve- 
ral employments,  we  may  fafely  conclude, 

that  it  muft  be  a  meeting  and  fociety  of 

men,  pofTefTed  of  feveral  parts  of  know- 
ledge, fuch  as  the  philofophers  3  nay,  we 

difcover  among  them  Pythagoras^  Socrates^ 

PlatGy  Ari/iotle,  and  their  difciples ;  and 

mixed  with  them  we  fee  perfons  employ 'd in  mathematical  fciences. 

In  the  middle  of  the  piece  are  placed, 

uppermoft,  the  two  moft  celebrated  philo- 

fophers of  antiquity,  Plato  and  Ariflotle 
the  former  holds,  under  his  left-arm,  a 
book,  the  Italian  word  for  the  title  of  which 

is  written,  T^imeo,  Plato\  finell  dialogue ; 
and  as  this  book  treats  myflically  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 
things. 

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  philofopher 

chiefly  applied  himfelf ;  and  his  arm,  being 

ftretched  out,  gives  him  the  attitude  of  a 

E  peace- 
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peace- maker,  and  a  moderator  of  the  paf- 
fions  ;  a  charader  perfectly  agreeable  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. 

Behind  Plato's  hearers  is  Socrates y 
turned  towards  Alcibiades,  who  is  oppofite 

to  him  ;  both  are  in  profile :  the  former  is 

known  by  his  bald  head,  and  flat  nofe  j  and 

the  latter  is  a  handfome  young  man,  in 

a  warrior's  drefs,  with  his  flaxen  hair  flowing 
on  his  fhoulders  j  his  armour  edged  with  a 

gold  ornament,  and  one  hand  on  his  fide, 
and  the  other  on  his  fword  :  and  as  he  was 

both  a  philofopher  and  warrior,  he  gives 

great  attention  to  the  difcourfe  of  Socrates ; 

which  the  latter  enforces  with  very  expreflive 
action ;  he  extends  both  his  hands,  and  takes 

with  his  right  the  tip  of  the  firft  finger  of 

the  left,  to  fhew  that  he  is  explaining  and 

illuflrating  his  thoughts,  fo  as  to  make  them 

thoroughly  underflood,  while  all  his  difciples 
are  attending  to  what  he  fays. 

Next  to  Alctbiades  is  Antijlhenes  the 

currier,  in  whom  Socrates  difcovered  fo  great 

a  propenfity  to  philofophy,  that  he  inftrudted 

him  in  the  principles  of  it,  and  Antijihe^ 

neSy 
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7ies;^  quitting  his  trade,  became  a  famous 

profeflbr  of  moral  philofophy,  upon  which 

he  wrote  thirty-three  dialogues  :  'tis  he  who 
is  the  chief  of  the  Cynick  fed.  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  the  Italian  manner,  and  haflen  a  fer- 

vant,  who  brings  a  book,  and  a  great  roll 

of  papers,  to  which  the  antients  gave  the 
name  of  Volumes ;  and  behind  the  fervant 

appears  the  face  of  another,  who,  with  his 

hand  to  his  cap,  feems  relpedfuUy  to  an- 
fwer  the  perfon  who  calls. 

Amo  NG  Arijiotle^  difciples,  i?<^/>/'^£'/ has, 

in  like  manner,  difplay'd  their  attention  to 
their  mafter's  words  :  One  among  the  reft, 
having  underftood  the  demonftrations  of 

Archimedes^  is  leaving,  according  to  the 

Greek  cuftom,  the  Mathematick  fchool,  to 

go  to  that  of  Philofophy-y  and  meeting  with  a 

perfon  on  the  way,  ne  inquires  of  him  where 
the  fcience  may  be  learnt,  and  is  diredled  to 

Ariflotle  and  Flato . 

Hard  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  j  while  an 

old  man,  learning  on  the  fame  bafe,  and 

refting  his  chin  on  his  hand,  is  ferioufly 

weighing  what  the  young  man  has  been 
writing. 

E  2  Among 
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Among  other  figures  that  terminate  thk 

fide  of  the  picture,  is  (a)  DemocrituSy  wrapt 

up  in  his  cloak  ̂   he  walks  in  the  aflembly, 
after  the  manner  of  blind  men,  by  the  help 
of  his  ftick  J  for  near  the  end  of  his  life  he 

blinded  himfelf  of  his  own  accord,  that  he 

might-  not  be  difturbed  in  his  philofophical 
contemplations.  The  painter  may  have  re- 

prefented  him  in  a  great  old  age,  to  fhew  that 

a  man  fliould  labour,  even  to  his  grave,  to 
i  iform  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  harmonick proportions  in  mufick.  Next 

to  him  is  a  young  m.an  holding  a  table,  on 

which  are,  in  Greek  charaders,  the  accords 

and  confonances  of  finging,  which  are  read 

thus :   Diapente,    Diapafon^  Diatef- 
faron  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  harmonick 

proportions  of  the  foul. 
PyxHAGORAS  fits  profile- wife^  with  a 

book  in  his  lap  ;  he  appears  intent  upon 
fhewing  the  relation  of  mufical  numbers  to 

(a)  Cic.  de  finito  hon.  et  maU  1.  v.  v.  29.  Idem 
1.  v._  Tufc.  29.  Jul  Gel.  X.  c.  17.  tx  Lahorum m'mh. 

the 
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the  fcience  of  natural  things.  Near  to  him 

are  his  difciples  Empedocles^  Epicharmes,  Ar- 

chitas }  one  fitting  by  his  mafter,  and  baid- 

headed,  writes  on  his  knee,  having  his  ink- 
horn  in  one  hand,  and  his  pen  held  up  in 

the  other,  his  eyes  very  open,  and  mouth 

fliut,  to  lliew  him  very  careful  not  to  let  any 

of  his  mafter's  writing  be  loft. 
Behind  this  philofopherj  another  dif- 

ciple,  with  his  hand  on  his  breaft,  comes 

forward  to  look  into  the  book  ;  he  has  a  cap 

on,  his  chin  is  fhaved,  but  he  has  a  bold 

pair  of  vvhifkers,  and  his  cloak  is  clafp'd. 
Ail  this  decoration  probably  tends  only  to 

fhew  the  variety  Raphael  always  aimed  at 
in  his  works. 

Behind  this  group,  are  feen  the  face  and 

hand  of  another  philofopher,  who,  fome- 

what  ftooping,  opens  his  two  firil  fingers,-  as 
if  he  was  reckoning,  after  the  Italian  man- 

ner, and  feeming  to  explain  the  Diapajbn^ 

which  is  the  double  confonance  defcnbed  by 

Pythagoras. 
I N  a  corner  of  the  piece  is  a  perfon  fliaved, 

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 ;  becaufe  he 
IB  crowned  with  oak-leaves,  which  were  the 

device  of  pope  Julius  II.  to  whom,  as  his 

benefadlor,  and  the  reviver  of  the  golden  age 

E  3  in 
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in  Italy,  with  regard  to  the  fine  arts,  Raphael 
dedicated  this  work. 

Hard  by,  and  at  the  extrerxiity  of  the 

pidure,  we  fee  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  brought  the  boy  thither  purely  to 

difcover,  whether  he  had  any  inclination  for 

the  fciences ;  intimating,  that  we  cannot  too 
foon  difcover  and  cultivate  the  talent  which 

nature  has  given  us. 

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  Fra?!- 

(ifco  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  LITTLE  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  palTages,  which  he 

would  reconcile  with  his  mailer's  fentiments. 

This  man  may  well  be  taken  for  T'erpander, 
or  Nicomachus,  or  fome  Other  difciple  of 

Pythagoras,  who  believed  that  the  motion 
ot  the  ftars  depended  on  mufical  principles. 

More  forward,  we  fee  a  philofopher  by 

hipifelf,  leaning  with  his  elbow  on  a  marble bafe  J 
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bafe ;  he  has  a  pen  in  his  hand,  and  looks 

fledfaflly  upon  the  ground,  as  if  he  was 

intent  upon  the  folution  of  fome  great  diffi- 
culty J  he  is  coarfely  clad,  and  his  ftockings 

hang  about  his  heels,  to  fliew  that  philo- 

fophers  little  regard  drefs,  and  place  all  their 

pleafure  in  refledion,  and  the  improvement 
of  their  underffcanding. 

O  N  the  fecond  ftep  appears  Diogenes  by 
himfelf,  half  naked,  and  with  his  cloak 

flung  back  :  and  by  him  is  his  difli,  as  his 

badge  of  diftindion.  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  N  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 
intelleftual.  The  firft  of  thefe  perfons  is 

Archimedes^  under  the  likenefs  of  the  arehi- 

tedl  Bramante-y  he  floops,  and.  with  arms 
bending  downwards,  is  meafuring,  with  the 

compafles,  an  hexagonal  figure^  compofed 

of  two  equilateral  triangles,  and  feems  to 

demonftrate  fome  property  of  it  to  his 
fcholars.  He  has  about  him  four  difciples 

well-made,  who  in  different  adions  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  neceffary  to  learn  the  mathenia- 

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  hand  on  his  thigh, 

and  the  fingers  fpread  ;  he  is  attentive  to  the 

aforefaid  dcmonftrative  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  compafTes.  The  two  other  difciples, 

next  to  Archimedes^  are  advanced  very  for- 
ward to  fee  commodioufly  :  The  foremoft, 

having  a  knee  on  the  ground,  turns  about 

and  Ihevvs  the  figure  to  the  perfon  behind 

him ;  Vk'ho,  ftooping,  difcovers  to  us,  by  his 
arms  crofled  and  advanced,  his  admiration, 

and  the  pleafure  he  finds  in  inftrudlion. 

Vafari  will  have  this  to  be  the  figure  of 
Frederick  I[.  duke  of  Mantua^  who  was 
then  at  Rome. 

Behind  Archimedes  are  two  philofo- 
phers,  one  holding  the  celeftial  globe,  and 

the  other  the  terreflrial  ;  the  firft,  by  his 

garb,  feems  to  have  fome  relation  to  the 
Chaldceans^  the  inventors  of  aflronomy  ;  and 

the  other,  who  turns  his  back,  and  has  a 

royal  crown  on  his  head,  is  prefumed  to  be 

Zoroafier^  king  of  the  BaBrianSy  who  was 
a  great  aftronomer,  and  great  philofopher. 

Thefe  two  fages  are  converfing  with  two 

young  men,  who  are  at  the  corner  of  the 

pid:ure,  one  of  whom  is  Raphael  \\\m(t\i. 
In 
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I N  this  learned,  fublime  and  judicious 

manner  has  Raphael  chofen  his  fabjedls,  and 

thus  produced  one  of  the  finefl:  inventions  of 

the  kind  that  ever  appeared:  But,  not  con- 
tent to  illuflrate  his  fubjedt  by  the  feveral 

perfons  who  enter  into  it,  he  was  alfo  de- 
iirous,  that  the  ftatues  and  bas-reliefs^  which 
adorn  the  archited^re,  fliould  contribute  to 

the  richnefs  and  expreflion  of  his  thoughts. 

Accordingly  the  two  ftatues,  one  on  each 

fide  the  picture,  are  thofe  of  Apollo  and  Mi- 
nerva^ the  deities  who  prefide  over  arts  and 

fciences.    In  the  bas-reliej\  under  Apollo  % 

figure,  is  reprefented  the  emblem  of  iraf- 
cible  and  concupifcible  pajjions ;  the  one  by  a 

furious  man,  who  outrageoufly  infults  all  he 

meets  with  j  and  the  other  by  a  I'riton,  em- 
bracing a  nyiuph  on  the  element  which  gave  • 

birth  to  Venus.    And  as  vice  is  only  to  be 

fubdued  by  virtue,  which  is  its  oppofite, 

the  painter  has,  in  the  bas-relief,  under  Mi- 
nerval  figure,  placed  Virtue  fitting  on  the 
clouds,  with  one  hand  on  her  brcaft,  the 

feat  of  valour,  and  indicating  to  mortals,  by 

the  fceptre  in  her  other  hand,  the  power  of 

her  empire.    Near  her  is  the  figure  of  the 

Lion  in  the  zodiack,  the  emblem  of  force, 

which,  in  the  moral  fcience,  can  only  be 

gained  by  good  habits. 
Thus  has  Raphael,  with  a  beauty  of 

genius,  delicacy  of  thought,  and  folidity  of 

judgment,  fet  before  us  the  allegorical fub]e5i 

of  philofophy,  O  F 
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DISPOSITION. 

IN  my  divifion  of  painting,  I  have  afligned 
to  comf  option^  which  is  the  firft  part  of 
it,  two  things  j  to  wit,  invention  and 

difpofition ;  and  in  treating  of  invention,  I 
have  fhewn,  that  it  confifts  in  finding  objeds 

proper  for  the  fubject  the  painter  would  re- 
prefent.  If  they  are  not  well  diftributed,  the 

compolition  will  never  give  full  fatisfadlion 

to  the  unbiafTed  fpedtator,  nor  have  a  ge- 
neral approbation.  But  however  advanta- 

geous the  fubje(5l  be,  however  ingenious  the 
invention,  however  faithful  the  imitation  of 

the  objedls  chofen,  oeconomy  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  inftrudl  and  pleafe : 
And  this  oeconomy  I  properly  difpofition  \ 
in  which  are  fix  parts  j  vi%. 

1.  The  difl:ribution  of  objeds  in  general : 
2.  The  grouping : 

3.  The  choice  of  attitudes  : 

4.  The  contraft  : 

l-  The 
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^,  The  caft  of  draperies  :  And, 
6,  The  efFedl  of  the  whole  together  ; 

where  I  lhall  occafionally  fpeak  of  harmony 
and  enthufiafm. 

These,  in  their  order,  I  fhall  examine 

as  fuccincftly  and  clearly  as  I  poffibly  can. 

Of  the  Dijiribution  of  Objects  in  general. 

A  S  the  fubje^ls  which  painters  may  treat 

of  are  innumerable,  it  is  not  poffible  to^  relate 
them  all  here,  much  lefs  to  fliew  their  par- 

ticular difpofttiom :  But  good  fenfe,  and  the 

nature  of  the  matter,  muft,  in  general,  de- 
termine the  artifl  to  affign  to  his  objeds  fuch 

places  as  are  proper  to  make  the  compofition 

good. 
I N  compofition^  the  painter  ought  to  con- 

trive, as  much  as  he  poffibly  can,  that  the 

fpedator  may,  at  firft  fight,  be  ftruck  with 
the  character  of  the  fubjed:,  or  at  lead  may, 

after  fome  moments  of  refledion,  take  the 

principal  fcope  of  it.  It  will  greatly  con- 
tribute to  this  end,  that  he  place  the  hero, 

and  the  principal  figures,  in  the  mofl  con- 

fpicuous  places  j  yet  this  muft  be  done 

without  affeftation,  and  in  fuch  a  man- 

ner as  the  fubjedt  and  probability  require; 

for  oeconomy,  or  management,  depends  upon 

the  nature  of  the  fubjed,  whicli  may 

be  either  pathetick  or  gay,  heroick  or  po- 

pular, tender  or  terrible ;  in  fliort,  the  pic- 
ture muft  have  more  or  lefs  motion,  as  its 

fubjeft 
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iubjed  is  more  or  lefs  ftirring  or  ftill.  As 
the  fubjed  points  out  to  the  artift  the  proper 
ceconomy  in  the  difpofition  of  objeds,  fo 
diftribution,  in  its  turn,  wonderfully  con- 

tributes to  the  expreffion  of  the  fubjed, 
gives  both  force  and  grace  to  what  is  in- 

vented, prevents  confufion  in  the  figures,  and 

makes  every  thing  in  the  pidure  more  clear, 

more  apparent,  and  more  capable  to  pro- 
duce the  effed  above-mentioned,  of  calling 

to  and  detaining  the  [peSiator. 

Of  tte  Grouping. 

THE  aforefaid  diftribution  of  objeds  does, 

in  general,  rdpeO:  grouping  and  the  groups 
proceed  i  i  om  the  joining  of  objeds  together. 

Now  this  joining  or  combination  may  be  con- 

fidered  two  ways  ;  either  with  regard  to 

defgn  aldne,  or  with  regard  to  the  claro- 
obfcuro  ;  both  of  which  concur  to  hinder  the 

eye  from  being  diffipated,  and  to  fix  it 
agreeably. 

The  joining  of  objeds  with  regard  only  to 

defign,  that  is,  without  taking  in  the  claro- 

obfcurOy  principally  refpeds  human  figures, 
the  adions,  converfations,  or  affinities,  of 

which  often  require,  that  they  be  near  one 

another  j  but  though  thefe  circumftances  do 

not  always  happen  where  feveral  perfons 

meet  together,'  yet  it  is  fufficient,  that  the 
thing  be  poffible,  and  that  there  be  figures enough 
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enough  in  the  compofition  of  the  pI6lure,  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. 

'Tis  impoffible  to  enter  into  fuch  a  detail, 
as  to  ihew  hpw  thefe  different  kinds  oigrmps 

muft  be  managed :  The  painter  muft,  in  this 

cafe,  reft  upon  his  own  genius  and  reflec- 
tions :  Never thelefs,  in  order  to  form  a  juft 

idea,  and  good  tafte  of  them,  he  ought  to 

confult  the  fine  grouping  in  the  pidures  of 

the  beft  mafters,  efpecially  Raphael^  Julio 

Romano^  and  Folydore^  who  liave  often  com- 
bined feveral  figures  in  fucli  manner,  as  to 

difcover  all  the  judgment,  and  all  the  beau- 
ties, that  can  be  defired  ;n  grouping.  But 

before  the  artift  makes  this  examination,  he 

muft  be  apprifed,  that  the  joining  or  com- 
bination we  fpeak  of,  derives  its  beft  principles 

from  the  choice  of  attitudes,  and  fine  con- 
traft. 

Of  the  Choice  of  Attitudes. 

THE  part  of  painting  which  falls  under 

the  word  attitude^  as  it  comprehends  all  the 

motions  of  the  body,  and  requires  a  perfed: 

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- 

fition,  with  regard  to  the  groups  we  talk  of, 
I  Ihall 
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I  fhall  only  obferve,  upon  this  occafion,  that 

whatever  attitude  be  given  to  the  figures,  let 

the  fubjedt  be  what  it  will,  this  attitude 

muft  fhew  their  beautiful  parts,  as  much  as 

the  fubjed  will  permit ;  and  muft,  befides, 

have  fuch  a  turn,  as  without  departing  from 

probability,  or  from  the  charader  of  the 

figure,  may  difFufe  a  beauty  over  the  adion. 

I  N  efFed,  there  is  nothing  in  imitation, 

but  what  is  fufceptible  of  fome  grace,  either 

by  the  choice,  or  by  the  manner  of  imitating* 

There  is  a  graceful  expreflion  of  the  vices^ 
as  well  as  of  the  'virtues.  The  outward 

actions  of  a  foldier  have  a  particular  grace, 
which  would  ill  become  a  woman ;  as  the 

adtions  of  a  woman  have  a  grace,  which 
would  not  become  the  foldier.  In  fine,  the 

knowledge  of  the  character  which  belongs  to 

each  obje6t,  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  attitudes 

makes  the  greateft  part  of  the  beauties  of 

grouping.  Let  us  now  fee,  what  afliftance 

the  contraji  afibrds  in  this  point. 

0/  the  Contraji, 

I  F  in  grouping  the  attitudes  muft  not  be 

repeated  in  the  fame  view,  and  if  divef  fity 

be  a  part  of  the  graces  of  nature,  thofe 

graces 
5 
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graces  can't  be  better  difcovered  than  in  the 
variety  and  oppofition  of  motion. 

The  word  c  out  raft  is  not  much  in  ufe, 

except  among  painters,  who  took  it  from 

the  Italians.  It  fignifics  an  oppofiticm 

among  objects  with  regard  to  lines,  which 

either  wholly  or  partly  compofe  them*  Jt 
takes  in  not  .only  the  different  motions  of 

figures,  but  alfo  the  different  lituations  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  fubjed:. 

Now,  the  painter  who  difpofes  his  objecSs  to 

advantage,  contrajies  not  only  his  figures, 

but  alfo  inanimate  objeds,  that  by  fuch  con- 

trafi^  he  may  breathe  into  them  a  kind  of 

life  and  motion  :  Contraji^  therefore,  may 
be  defined  to  be  fuch  an  oppqfition  of  lines 
that  form  objeBs^  as  makes  thofe  objeBs  fet 
off  one  another. 

This  oppofition,  if  well  expreffed,  gives 
life  to  objedts,  commands  attention,  and  in- 

creafes  that  gracefulnefs  which  is  neceffary 
in  groups,  at  leaft  in  thofe  that  relate  to 

defign,  and  the  conjunction  of  attitudes. 
W  E  have  before  obferved,  that  the  firfl 

fort  of  groups,  as  relating  to  defign,  princi- 

pally belongs  to  human  figures  3  but  thofe 

groups  which  relate  to  the  claro-cbfcuro^ 
take  in  all  forts  of  objedts.  They  require 
not  only  a  knowledge  in  the  lights  and  fhades 

of 
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of  every  particular  objedl,  but  alfo  in  the 

effects  which  thofe  lights  and  fhades  are  ca- 

pable of  producing  by  their  affemblage  or 
union ;  and  it  is  this  which  is  properly  called 

the  art  of  the  clar&-obfcuro  ;  which  I  (hall 

treat  of  with  as  much  exa<ftnefs  as  poflible, 

when  I  come  to  fpeak  of  colouring. 

Of  the  Cafi  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 

fubjeft  muft  needs  be  confidered  as  depend- 

ing partly  on  difpofition  :  I  therefore  refer  to 

what  I  (hall  fay  hereafter  on  the  fubjed;  of 

Draperies. 

Of  the  Whole  together. 

THE  laft  point  depending  on  difpofition 

is,  the  whole  together^  which  is  the  refult  of 

the  parts  that  compofe  the  piece ;  but  the 

whole,  arifmg  from  the  combination  of  fe- 

veral  obje<fts,  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  objedls,  lines,  colours,  lights  and 

fhades,  of  a  picture,  are  great  or  fmall, 

ftrong  or  weak,  only  by  comparifon  i  but. 
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Jet  their  natures,  qualities,  or  conditions,  bs 

what  they  will,  they  have  fuch  a  relation  to 
one  another  in  their  combination,  as  no  one 

in  particular  can  fuperfede  :  For  the  effed 

of  the  whole  conlifts  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  the 

whole  together  to  be.  Such  a  general fubor- 
dination  of  objeBs  one  to  another,  as  makes 
them  all  concur  to  conftitute  but  one. 

Now  this  fubordination,  by  which  fe- 

veral  objedts  concur  to  make  but  one,  is 

founded  on  two  principles,  njiz,  The  fatif- 
faBion  of  the  eye,  and  the  effeB  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  obftru(Sed  in  its  office  j  and  it  muft  be 

agreed,  that  a  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  could  be  diftinguilhed, 

would  give  pain  to  thofe  who  heard  them : 

It  is  juft  fo  in  a  picture,  where  many  objedts, 

painted  with  equal  force,  and  illuminated  by 

the  fame  light,  would  divide  and  perplex 

the  fight,  which,  being  drawn  to  fc veral 

parts  at  once,  would  be  at  a  lofs  where  to 

fix  3  or  elfe,  being  defirous  to  take  in  the 
F  whc^e 
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whole  at  one  view,  muft  needs  do  it  imper- 
feaiy. 

Now,  to  hinder  the  e'ye  from  being  dif- 
.fipated,  we  muft  endeavour  to  fix  it  agree- 

ably, by  a  combination  of  lights  and  ihades, 

by  an  union  of  colours,  and  by  oppofitions 
wide  enough  to  fupport  the  groups,  and  give 
them  repofe.  But  where  the  pidture  has 

feveral  groups,  one  of  them  muft  predomi- 
nate in  force  and  colour  j  and  befides,  de- 

tached obje(5ts  muft  be  fo  united  with  their 

ground,  as  to  make  but  one  mafs,  that  may 
ferve  as  a  repofe  to  the  principal  objeds : 
The  fatisfadlion  of  the  eye  is  therefore  one 

of  the  foundations  upon  which  the  unity  of 
objedts  in  painting  depends. 

The  other  foundation  of  this  fame  unity 
is,  the  effed  of  vifion,  and  the  manner  of 

its  operation.  Now  the  eye  is  at  liberty  to 
fee  all  the  objeds  about  it,  by  fixing  fuccef- 

fively  on  each  of  them  ;  but,  when  'tis  once 

fix'd,  of  all  thofe  objeds,  there  is  but  one 
which  appears  in  the  centre  of  vifion,  that 

can  be  clear- y  and  diftindly  feen  ;  the  reft, 
.  becaufe  feen  by  oblique  rays,  become  obfcure 
and  confufed,  in  proportion  as  they  are  out 
of  the  direct  ray.  This  truth  appears  as  oft 
as  we  dired  our  eye  to  any  objed  :  I  fuppofe 
my  eye,  for  inftance,  at  ̂ ,  plate  /,  diredfed 
to  the  objed  B,  by  the  ftrait  line  j4  B.  Tis 
certain,  that  if  I  do  not  move  my  eye,  and 
yet  would  obferve  the  other  objeds,  which 

can 
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can  ohly  beeen  by  oblique  lines  to  the  right 

and  left  of  AB,  I  fhall  find,  that  though 

they  are  all  in  the  fame  circular  line,  and  at 

the.  fame  diflance  from  my  eye,  yet  they 
decreafc,  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 

objed:  in  nature. 

N  o  w  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  infl-ruds  the  painter 
to  take  the  fame  method,  in  fuch  manner  as 

his  art,  and  thfe  nature  of  the  fubjed:,  will 

perrhit.  This  obfervation  feems  to  me  riot 

unworthy  of  his  notice,  if  he  Would  employ 
his  art  for  the  fatisfactioh  of  the  eye,  after 

tlie  esratripk  of  nature,  whom  he  imitates. 

A  N  o  T  k  E  R  experiment  may  be  made  by 

th^  convex  mi r roar ^  whicti  improves  iipon 

natfire  aS  to  the  unity  of  the  objed:  in  vifion  : 

AH  objeds  that  are  fccn  there  with  one 

glance  of  the  eye,^  make  together  one  whole, 

arid  a  Whb'Ie  much  more  agreeable  than  that 
which  the  fame  objeds  would  produce  in  an 

ordfriary  glafs,  of,  1  \i'iH  Venture  to  fiy^  evth 
in  nature  itfeff.  1  fuppofe.this  convex  mi r- 

rt^iir  to  be  of  a  fea'fonable  iize,  afid  not  one  of 
thofe,  which,  bfeing  fegments  of  a  fmall  circle, 

impiiif  t-he  forms  of  objedts  too  much.  Let 
F  2  me 
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me  obferve,  by  the  way,  that  glafles  of  this 

fort,  which  are  become  pretty  rare,  might 

be  ufefully  confulted,  for  particular  objects, 

as  well  as  in  general,  for  the  whole  together. 

After  all,  the  painter  muft  confult  him- 
felf  in  his  undertakings  j  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  fuccellively. 

I T  remains  that  we  now  fpeak  of  a  won- 

derful efFed;,  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- 

dud  of  human  life,  as  well  as  in  the  pro- 
portions of  the  human  body  ;  and,  in  fhort, 

in  every  thing  that  confifts  of  parts,  which, 
however  difl?ercnt  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  propriety  5  they  muft  all  agree  together 
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in  the  pidure,  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  diftindly,  and  follow  the 

particular  arrangement  of  its  notes  j  they 

muft  all  agree  together  in  a  harmony  which 

unites  them,  and  which,  out  of  feveral  par- 
ticular wholes^  makes  but  one  nvhole  that  is 

general.  This  is  what  painting  docs,  by  the 

Subordination  of  obje(5ls,  groups,  colours,  and 

lights,  in  the  general,  of  a  pidture. 

There  are  in  painting  feveral  forts  of 

harmony  5  the  fweet  and  the  temperate,  as 

ufually  praftifed  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  J  times^  light,  and  the  hours  of  the 

day.  Great  light,  in  a  clofe  place,  produces 

flrong  {hades  ;  the  fame,  in  an  open  country, 

requires  broken  colouring,  and  fwcet  fhadow- 
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  hare  faid,  into  one  har- 
monious whole. 

Th  I  s  is  the  idea  I  have  conceived  of  what 

is  called,  in  painting,  the  whole  together: 
And  I  have  endeavoured  to  make  it  under- 

flood  as  a  machine,  whofe  wheels  give  each 

F  3        ̂   other 
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other  mutual  alTiflance,  as  a  body,  whofe 

members  have  a  mutual  dependence  ̂   and, 
in  fhort,  as  an  harmonious  ceconomy, 

which  flops  and  entertains  the  fped:ator,  and 

invites  him  to  pleafe  himfelf  with  con- 

templating the  particular  beauties  of  the 

picture. I  F  we  do  but  a  little  reflect  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  iias  fupplied  it  with,  and  to  every 

thing  that  is  moft  proper  to  make  an  impref- 
fion  upon  the  eye  and  the  mind  of  the 

fpedator. 
Able  painters  may  know,  by  their  own 

experience,  that,  in  order  to  fucceed  in  fo 

refined  a  part,  they  muft  rife  higher  than 

ordinary,  and,  as  it  were,  be  tranfported  out 

of  themfelves ;  which  gives  me  occafion  to 

fay  fomething  here  of  enthujiajm^  and  the 

Jublime, 

Of  Enthujiafm. 

ENTHUSIASM  is  a  tranfport  of  the 

mind,  which  makes  us  conceive  things  after 

a  fublime,  furprifmg,  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  enthiijiafm,  is  common  both  to  the 

painter,  and  the  fpedlator  j  yet,  with  this 

difference,  that  it  has  coft  the  painter  a  conrfe 

of  labour,  and  repeated  efforts,  to  heat  his 

imagination,  and  bring  his  work  to  the  per- 
fediion  of  enthufialhi  j  whereas  the  fpeclator, 

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- 

thujiafm^  which  the  painter  infpires. 

Though  truth  always  pleafes,  becaiife 

'tis  the  bafis  of  all  perfection,  yet  'tis  often 
infipid  when  it  ftands  alone  ̂   bat,  joined  to 

enthujiafm^  it  raifes  the  foul  to  a  kind  of 

admiration,  mix'd  with  aftoniiliment ;  and 
raviihes  the  mind  with  fuch  violence,  as 
leaves  it  no  time  to  bethink  itfelf. 

I  HAVE  comprehended  the  jubUme  in  the 

definition  of  efithujiafm^  becaufe  it  is  the 

eife^ft  and  prod Lid:ion  of  it :  Ftfithufi^rim  com- 

prehends the  fublime^  in  tlie  fame  manner  as 
the  trunk  contains  the  branches,  which  it 

fends  forth  on  all  fides :  Or  rather,  enthu- 

Jiafm  is,  as  it  were,  the  fun,  which  by  its 

heat,  and  vivifying  influence,  produces  ele- 
vated thoughts,  and  brings  them  to  fuch  a 

ftate  of  maturity,  as  we  call  the  JubUme. 

But  as  enthujiafm^  and  the  JubUme^  both  tend 

to  elevate  the  underftanding,  we  may  con- 
clude them  to  be  of  the  fame  nature  with 

F  4  this 

j 
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this  difference,  that  enthujiafm  is  a  rapture 

that  carries  the  foul  above  the  fublime^  of 
which  it  is  the  fource,  and  has  its  chief  effed: 

in  the  thoughts  and  the  whole  together  of  a 

work  :  Whereas  the  fublime  is  perceived 

equally,  both  in  the  general,  and  in  the  par- 

ticulars, of  all  the  parts.  Enthufiajm^  be- 
fides,  has  this  peculiarity,  that  its  effecfl  is 

more  inftantaneous  ;  whereas  the  fublime 

requires,  at  leaft,  fome  moments  before  it 
can  be  feen  in  all  its  force. 

Enthusiasm  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.  In  fliort, 

enthufiafm^  methinks,  feizes  us,  and  we  feize 

ihtjuhlime.  'Tis  therefore  to  this  furprifing, 
but  juft  and  reafonable  pitch,  that  the 

painter,  as  well  as  the  poet,  mull  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  enthufiajm\ 

though,  at  bottom,  the  abundance  and  vi- 

vacity of  their  productions  are  but  the 

dreams  of  fick  perfons.  Some  whimfical 

dreams  would,  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 
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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  dan- 

gerous extravagance  of  which  ought  to  be 
avoided. 

I T  is  certain,  that  men  of  a  fiery  genius 

cafily  give  into  enthujiafm^  becaufe  their 

imagination  is  almoft  always  upon  the 
flretch  ;  but  fuch  as  burn  with  gentle  fire, 

and  have  but  a  moderate  vivacity,  joined 

with  a  found  judgment,  may  Hide  into  enthii- 

Jiafm  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  refledtions  have  enabled  them 

to  fee  and  to  feel  every  thing,  and  becaufe 

there  are  not  only  many  degrees  of  enthu- 

fafm,  but  likewife  many  ways  of  attaining 

it.  If  painters  of  this  fort  have  a  written 

fubjea:  to  handle,  they  ought  to  read  it  over 

and  over  with  application  j  and,  if  it  be  not 

written,  it  is  proper  they  fhould  chufe, 

from  among  the  qualities  of  the  fubjed:,  fuch 
as  will  beft  furnifli  them  with  circumftances 

for  fetting  their  parts  at  work,  and  keeping 

them  in  motion.  And  when  they  have  thus 

warmed  their  imagination,  by  the  elevation 

of  their  conceptions,  they  will  at  length 
arrive 
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arrive  at  enthufiafm^  and  fill  the  fpedator 
with  admiration. 

T  o  difpofe  the  mind  to  enthujiafm^  ge- 
nerally fpeaking,  nothing  is  better,  than  to 

view  the  vt^orks  of  great  mafters,  and  to  read 
good  authors,  either  hiftorians  or  poets,  be- 
caufe  of  the  elevation  of  their  thoughts,  the 
noblenels  of  their  expreffion,  and  the  power 
which  examples  have  over  the  human  mind. 

LoNGiNUS  *,  in  his  treatife  on  the 

Sublime,  advifes  thofe  Vv^ho  are  to  write  any- 
thing that  requires  the  great  and  the  wonder- 

ful ^  to  look  upon  great  authors,  as  a  taper  to 
enlighten  them  ;  and  to  afk  themfelves  

How  would  Homer  have  exprejfed  this  ? 

'  How  would  Plato,  Demofthenes,  or  Thucy- 
dides,  have  turned  it  ?  The  painter  accord- 

ingly may,  upon  the  like  occafions,  allc 

himfelf  - —  How  would  Raphael,  Titian,  or 
Correggio,  have  conceived,  dejigned,  ordered^ 
and  painted^  what  I  am  going  to  reprefent  ? 
Or  elfe,  as  the  fame  Longinus  fays.  Let  us 

fuppofe  a  tribunal  of  the  greateji  majiers, 

before  whom  we  mufi  give  an  account  of  our 
performa72ce what  ardor  would  not  the 

painter  feel  on  the  bare  thought  of  feeing  fuch 
excellent  men,  who  are  the.  objects  of  his  ad- 

miration, and confdering  them  as  his  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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pQvvprfiil  genius ;  and  even  thofe,  to  whom 

nature  has  not  been  fo  hberal,  wiil  by  this 

means  feel  at  leaft  feme  degree  of  heat 

diffufing  itfelf  in  their  works. 

I  HAVE  endeavoured  to  fhew,  in  dif- 

courfmg  of  invention,  after  what  manner 

we  muft  chufe  objeds  fuitable  to  the  fub- 

jed;;  and  I  have  now,  fpeaking  of  difpo- 
fition,  fhev/n  the  order  in  which  thofe  objects 

mud  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, 

Anfwers  to  fome  ObjeBions, 

AMONG  the  objedions  which  may  be 

made  to  what  I  have  been  obferving,  I  find 

two,  which  it  is  very  proper  to  anfwer;  one 

is  againil:  the  unity  of  the  objed,  and  the 

other  againft  enthuiiafm. 

With  regard  to  the  former,  it  may  be 

urged,  that  the  demonflration  which  has 

/been  given  of  vifion,  to  eftabliih  the  unity 

of  the  object,  intirely  deiiroys  it,  becaufe 

'tis  not  necei^ary  to  confine  the  eye  ;  fince, 
in  any  part  of  tlie  pidture,  to  which  it  is 

carried,  it  will  naturally  fix  itfelf,  and  there- 
by make  an  unity  of  objeft,  without  the  ai4 

of  the  principles  of  art. 
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To  this  I  make  two  anfwers :  Firjl, 

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(fturc,  this  will  fruftrate  the  painter's  in- 
tention, who,  according  to  the  beft  ap- 

proved probability,  muft  needs  have  placed 

his  chief  obje(fts  in  the  middle,  and  the  by- 
objedts  towards  the  fides  of  the  pifture :  And 

with  good  reafon  j  fince  upon  fuch  difpo- 
lition  often  depends  the  knowledge  of  the 

whole  thought  of  the  pid:ure :  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  effect  of  the  whole. 

The  fecond  anfwer  is,  That,  with  rcfpedl 

to  the  fcnfcs,  all  objeds  of  pleafure  require 

not  only  the  agreeablenefs  they  have  received 

from  nature,  but  alfo  the  help  of  art,  to 

make  their  effects  more  lively. 

B  Y  the  fecond  objedlion  it  may  be  infi- 
nuated,  that  enthufiafm  often  carries  fome 

genius's  too  far,  and  makes  them  infenfibly 
pafs  over  many  faults.  But  the  anfwer  is 

eafy ;  fuch  a  tranfport  is  not  true  enthufiafm, 
becaufe  it  exceeds  the  bounds  of  that  exad:- 

nefs  and  probability  which  I  lay  down.  I 

own,  indeed,  that  one  of  the  effects  of  en- 
thufiafm is,  that  it  often  hides  fome  fault 

by  means  of  the  tranfport  it  generally  caufes: 

But  this  is  no  great  misfortune  5  for,  in  fadt, 
enthufiafm. 
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enthufiafm,  with  fome  faults,  will  always 

be  preferred  to  a  corred:  mediocrity  ;  be- 
caufe  it  ravifhes  the  foul,  without  giving  it 

time  to  examine  any  thing,  or  to  refled:  on 

particulars  •  and  yet,  properly  fpeaking,  this 
efFedt  proceeds  not  fo  much  from  enthufiafm, 
as  from  our  minds,  which  fometimes,  when 

they  are  tranfported,  exceed  the  bounds  of 

probability. 
I  F  it  be  ftill  objeded,  that  all  I  fay  of 

enthufiafm  may  be  afcribed  to  the  fublime, 

I  anfwer,  That  this  depends  on  the  idea 

which  every  one  fixes  upon  thefe  two  words  5 

and  I  fhall  at  all  times  be  ready  to  grant, 

that  they  are  much  the  fame,  notwithftand- 

ing  any  difference  I  have  made  between 
them. 

OF 
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I  H  E  word  dejign^  as  it  relates  to 

painting,  is  taken  in  threfe  different 

fenfes  :  Firft,  it  fignifies  the  intire  thdnght 

of  a  work,  lighted,  jfhaded,  afid  fometinies 

even-coloured  ;  and,  in  this  fenfe,  it  is  not 

canfidered  as  one  of  the  parts  of  painti/jg, 

but  only  as  the  idea  of  the  pidtufe  which  th^ 

painter  has  in  his  thoughts.  Secondly,  it 

lignifics  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 

pidiure,  and  to  ftand  for  an  evidence  of 

truth  ;  and,  in  this  fenfe,  it  is  called  Jiudy. 

Laftly,  it  is  taken  for  the  boundary  or  out- 

line of  objedts,  for  the  meajures  and  pro- 

portioJ2s  of  exterior  forms  :  And  then  'tis 
reputed  one  of  the  parts  of  painting. 

N  o  w,  if  defign  be,  as  it  really  is,  the 

circumfcribing  of  exterior  forms^  and  if  it 

reduce  them  to  fuch  meajures  and  propor- 
tions as  are  proper  for  them,  we  may  truly 

fay,  that  'tis  a  fort  of  creation^  which  begins 

to 
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to  fetch,  as  out  -  of  nothings  the  vifible  pr  o- 
duBs  of  nature,  which  are  the  objed:  of 
painting. 

•  Upon  the  fubjedl  of  .invention,  we  ob- 
ferved,  that  it  was  the  firji  m  the  order  of 
execution :  But  it  is  not  the  fame  in  the 
order  of  fudy  ;  for  defigii  muft  be  learAed 
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  infirument  of  our  demonftra- 

tions,and  the//;g-/)^  of  ourunderftanding.  The 
young  painter  therefore  ought  not  only  to 
begin  with  this  part,  but  to  be  thoroughly 
mafter  of  it,  that  he  may  the  more  eafiiy  ac- 

quaint himfelf  vv^ith  xh^other  parts,  of  which 
this  is  the  foundation.  Now,  if  defim  be 
the.  bajis  of  painting,  it  follows  that  we  can- 

not beftow  too  much  pains  on  making  it 
folid,  that  it  may  be  able  ,to  fuftaiu  a 
building  which  confifts  of  fo  many  parts  as 
that  of  painting. 

I  CONSIDER  defign  as  confiftin^  of 
feveral  parts,  extremely  necefiary  for  every, 
one  who  defires  to  be  an  able  artifi the 
chief  of  which  are,  corretlnefs,  good  \ajle^ 
elegance^  charadler,  variety,  exprejion^  ̂ vk 
perJpeSfive, 

Of 
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Of  Corredinefs, 

CORRECTNESS  is  a  term  com- 

monly ufed  by  painters  to  exprefs  the  con- 
dition of  a  defign  which  is  faultlefs  in  its 

meafures.  This  correCtnefs  depends  on  the 

exacinefs  of  proportions,  and  the  knowledge 
of  Anatomy. 

T  H  E  R  E  is  a  general  proportion ,  founded 
on  the  meafures  which  are  moft  proper  to 

conftitute  a  good  figure :  We  ought  therefore 

to  fludy  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. 

But,  as  in  each  fpecies  which  nature  pro- 
duces, fhe  is  not  limited  to  one  fort  of  ob- 

jed:  only,  and  as  diverfity  conftitutes  one 

of  her  greateft  beauties  5  fo  there  are  parti- 

cular proportions,  which  principally  relate 

to  fexes,  ages  and  conditions ;  and  which, 
even  in  thefe,  admit  of  an  infinite  variety. 

As  to  particular  proportions,  nature  has  fur- 
nifhed  as  many  as  there  are  men  in  the 

world  ;  but  in  order  to  make  them  juft  and 

agreeable,  we  muft  have  recourfe  to  the 

anti(jue  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. 

Seve- 5 
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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 

fubjed:  ;  but  if  their  remarks  have  not  been 

made  either  publick  or  exadt  enough,  we 

have,  in  France^  a  more  than  fufficient 

number  of  elegant  antiques,  either  originals, 

or  moulded  copies  ;  where  every  one  may 

find  the  hghts  and  particulars  neceflary  for 
his  inftrudtion. 

This,  however,  is  certain,  that  it  is  im- 

poflible  to  reap  any  benefit  from  the  meafures 

of  the  antiques,  till  we  have  ftudied  them 

with  exadtnefs,  drawn  after  them  with  at- 

tention, and,  after  obftinate  pracflice,  com- 

mitted them  to  our  memory.  Vdfari  re- 

ports a  faying  of  Michael  Angela  That 

the  compajjes  ought  to  be  in  the  eye^  not  in  the 
hajtd.  This  fine  remark  has  met  with  good 

reception  among  all  the  painters ;  but  nei- 
ther could  he  have  made  it,  nor  they  have 

propagated  it,  if  they  had  not  previoufly  fup- 
pofed  a  thorough  knowledge  in  the  fineft 

proportions. 
But  we  muft  not  only  take  from  the 

antique  the  fineft  proportions,  but  every 

thing  elfe  that  may  tend  to  the  fublime,  and 

to  perfedlion.  'Tis  therefore  necefiary  to 
form  as  clear  an  idea  of  it  as  poflible,  fup- 
ported  by  reafon  :  For  this  purpofe  I  fhall 

confider  the  antique  in  its  origin,  beauty, 
and  ufefulnefs, 

G  0/ 
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Of  the  Origin  of  the  Antique, 

THE  word  Antique  originally  fignifies 

any  thing  that  is  antient  ;  but  we  fliall  here 
confine  it  to  the  works  in  fculpture,  made  in 

the  age  when  great  men  flourifhed,  which 
was  that  of  Alexander  the  Great,  when  the 

fine  arts  and  fciences  were  in  their  per- 
fedion.  I  fhall  fi^rbear  to  trouble  the  reader 

with  the  names  of  the  firft  fculptors,  who, 

through  a  Jong  feries  of  time,  brought 

fculpture  from  its  cradle,  to  fuch  a  perfection 
as  merits  the  name  of  Antique,  which  it 
now  bears. 

The  praifcs  which  were  in  thofe  times 

beftowed  on  fine  works,  increafed  the  num- 

ber of  good  fculptors  ;  and  the  many  ftatues 
eredted  to  the  honour  of  fuch  perfons  as 

diftinguiflied  themfelves  by  their  merit,  as 
well  as  the  idols  with  which  they  adorned 

their  temples,  furnifhed  Itill  more  matter 

for  great  geniufes  to  work  on,  and  to  finifh 
their  works  in  emulation  of  each  other. 

I  T  was  in  thofe  days  that  Polycletus,  one 

of  the  grcateft  of  the  antient  Greek  fculptors, 
refolved  to  make  a  ftatue  which  fhould  have 

all  the  proportions  of  a  man  perfectly  weH 

ihaped  :  For  this  purpofe  he  made  ufe  af 

many  patterns  of  nature.  After  he  had 

brought  his  work  to  the  lafl:  perfection,  it  was 

fo  rigoroufly  examined  by  men  of  Ikill,  and 

there- 
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thereupon  celebrated  with  fo  many  encomi- 

ums, that,  by  common  confent,  this  flatue 

was  called  I'he  Rule  j  and  became  a  general 
model  to  all  thofe  who  wanted  to  perfedt 

themfelves  in  the  art.  And  'tis  very  pro- 
bable, that  this  experiment  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. 

I F  I  am  not  miftaken,  it  is  to  this  Poly-^ 

cletus  we  may  reafonably  afcribe  thofe  mar- 
velous works  which  we  call  Antiques^  lince 

they  were  then  brought  fo  the  degree  of  per- 
fedlion  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  Goths^  who  had  no  knowledge  of 

the  fine  arts,  nor  any  regard  for  them, 

ravaged  all  Greece.  But  fmce  we  look  upon 

the  proportions  of  the  antique  as  the 

models  of  perfection,  this  naturally  leads  us 

to  fpeak 

Of  the  Beauty  of  the  Antique, 

SOME  have  aflerted,  that  the  beauty  of 

the  human  body  lies  in  a  juft  agreement  of 
the  members  with  each  other,  fo  as  to  make 

a  perfeB  whole.  Others  place  it  in  a  good 

conftitution,  and  vigorous  health  of  body  ; 

where  the  motion  and  purity  of  the  blood 
G  2  diffufc 
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diffufe  on  the  fkin  fuch  colours  as  are 

both  Hvely  and  frefli  :  But,  according  to< 

general  opinion,  there  is  no  definition  of 

the  beautiful  :  Beauty,  fay  they,  is  nothing 

real ;  every  one  judges  of  it  according  to 

his  own  tafte,  and  'tis  nothing  but  what 

pleafes. 
Be  it  as  it  will,  people  are  very  little 

'divided  in  their  fentiments  about  the  beauty 
©f  the  Antique,  Men  of  underftanding,  and 
lovers  of  the  fine  arts,  have  always  had  a 

value  for  thefe  incomparable  works  j  that  is, 

not  only  in  our  days,  when  they  are  become 

fcarce,  but  even  in  thofe  times,  when  all 

places  were  full  of  them,  and  when,  as  it 

were,  they  peopled  Greece  and  l^ome.  We 

find,  in  antient  authors,  many  paffages, 

which,  in  order  to  praife  living  beauties, 

Compare  them  to  ftatues.  The  fculptors, 

fays  Mascimus  Tyrius^  by  an  admirable  arti^ 

Jice,  chufe  out  of  feveral  bodies  thofe  parts 

which  feem  to  them  the  mofi  beautiful^  and 

put  all  this  variety  together  into  one  Jiatue  j 

but  this  mixture  is  made  with  fo  much  judg- 
ment and  propriety^  that  thofe  artifs feem  to 

have  no  other  model  than  one  whole  andperfeSi 

beauty.  And  we  muft  not  think  ̂   fays  the  fame 

author,  ever  to  find  a  natural  beauty  that  can 

difpute  the  prize  with  ftatues.  Art  has  alfo 

fomething  more  perfe<ft  than  nature.  Ovid^ 

in  the  xii^^  book  of  \mMeta?norphofts^  defcri- 

bing  Cy  liar  us,  the  handfomeft  of  the  cen- 
taurs, 
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taurs,  fays,  That  fo  great  was  the  vivacity 

of  his  countenance^  and  his  neck^  fioulders^ 

hands,  and  breafi  were  Jo  handfome^  that 

wh-atever  he  had  of  man,  might  be  affirmed  to 

he  of  the  fame  beauty  which  is  obferved  in  the 

moft perfeB Jlatues,  And  Philoftratus,  fpeak- 

ing  of  Euphorbus^  fays,,  ̂ hat  his  beauty  had 

won  the  hearts  of  the  Greeks  ;  and  that  it 

came  fo  near  to  the  beauty  of  a  ftatue,  that 

he  might  be  taken  for  Apollo.  And  lower, 

mentioning  the  beauty  of  Neoptolemus,  and 

his  likenefs  to  his  father  Achilles,  he  inti- 

mates that,  in  beauty,  his  father  was  as 

much  fuperior  to  him,  as  Jlatues  are  to 

handjome  men. 

I T  was  not  among  the  Greeks  alone,  that 

ftatues  were  ereded  to  men  of  merit,  and 

converted  into  idols  ;  the  Romans  took  the 

fame  way  to  reward  great  adtions,  and  to 

honour  their  gods.  The  Romans^  after  con- 

quering Greece^  brought  away  not  only  their 

fineft  ftatutes,  but  alfo  their  beft  workmen : 

Thefe  inftrudted  others,  and  have  left  to 

pofterity  everlafting  proofs  of  their  fkill ; 

as  appears  from  many  admirable  ftatues, 

bufls,  vafes,  and  bas-reliefs  j  and  from  the 

fine  Trajan  and  Antonine  columns.  All 

thefe  antiquities  we  muft  look  upon  as 

the  genuine  fources  to  which  both  painters 

and  fculptors  muft  have  recourfe,  in  order  to 

diffufe  a  foUd  beauty  over  what  their  own 

genius  may  fuggeft  to  them. 

^  ■  G3  Mo- 
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Modern  authors  entertain  the  fame 

fentiments  of  the  beauty  of  the  antique  :  I 

(hall  only  quote  Scaliger  :  Is  it  pojjible^ 

fays  he,  to  fee  any  thing  come  up  to  the  per-- 

fedtion  of  Jinejidtues^  fmce  art  has  a  liberty 

of  chujing^  retrenching^  adding  and  direBijig ; 
uohereas  nature  has  been  always  changing  for 

the  uoorfe  ever  fince  the  creation  of  the  firji 

man,  in  'whom  God  joined  the  beauty  of 
form  to  that  of  innocence  ? 

Ex  Rubcnio, 

'^Aliis  utilifjiwM^  aliis 
damnofa  if  que  ad  ex- 
ter minium  artis.  Con- 

cludo  tamen  ad  fum- 
tnam  ejusperfeSlionem 

effe  necejfariam  earuin 
intelligentiam  ,  imo 

imbibitiqnem :  Sed  ju- 
diciose  applicanaum 
earum  ufum^  &  omnino 
citra  faxum.  Nam 

flures  imperiti  & 

etiam  periti  non  di- 

flinguunt  materiam  d 

forma^ 

ExtraB  of  a  Latin 

MS.  of  Rubens, 

Concerning  the  Imi- 

tation of  the  An- 

tique Statues. 

To  fome  painters 
the  imitation  of  the 

antique  flatues  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  perfedlion 

in  painting,  it  is  ne- 
ceflary  to  underftand 
the  antiques,  nay,  to 

be  fo  thoroughly  pof- 

fefied  of  this  know- 
ledge. 
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forma,  faxum  a  figu-  ledge,  that  It  may, 

ra,  nec  necejfitatem  difFufe  itfelf  every- 

marmoris  ab  arti-  where.  Yet  it  muft 

Jicio.  be  judicioufly  applied, 
and  fo  that  it  may  not 

in  the  leaft  fmell  of  the  llone.  For  feveral 

ignorant  painters,  and  even  fome  who  are 

(kilful,  make  no  diftindion  between  the 

matter  and  the  form,  the  ftone  and  the 

figure,  the  neceffity  of  ufing  the  block,  and 

the  art  of  forming  it, 

Una  aufem  maxima      I  x  is  certain,  how- 

ejt  ftatuarim  optimas  ever,  that  as  the  finefl 

utiliJImas,  utviles  in-  ftatues  are  extremely 

utiles  efje^  'Del  etiam  beneficial,  fo  the  bad 

damnojas :  Nam  tyro-  are  not  only  ufelefs, 

ties  ex  iis  nefcio  quid  but  even  pernicious. 

crudi,   terminati  &  For  beginners  learn 

difficilis,  moleftaque  a-  from  them  I  kno  w  not 

natomia  dumtrahunt,  what,  that  is  crude, 

n)identur prqficere,  fed  liny,    ftiff,    and  of 

in  opprobrium  naturae,  harfli  anatomy  ;  ̂nd 

dum  pro  came  marmor  while  they  take  them- 

coloribus  tantum  re-  felves  to  be  good  pro^ 

praefentantMultafunt  ficients,  do  but  dif- 

enim  notanda^  imo  ̂   grace  nature ;  fmce  in - 

'oltanda  etiam  in  opti-  ftead  of  imitating  fleiTi 

mis,  accidentia  citra  they  only  reprefent 

eulpam  artijicis,  pra-  marble   tinged  with 

tipue  differentia  am-  various  colours.  For, 

jbrarum,    cum    caro^  there  are  many  things 

pellis^     G  4  tQ 
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fellis,   cartilago  fua  to  be  taken  notice  of, 
diaphanitatemulta  le-  and  avoided,  which 
niant  pracipitia    in  happen  even  in  the 
jlatuh  nigredinis  ̂   beft  ftatues,  without 

umbra  qiK^  fua  den-  the  workman's  fault : 
Jitate  faxum  duplicat  efpecially  with  regard 
inexorabiliterobvium.  to  the  difference  of 

Adde  quafdammacca-  (hades  j    where  the 
turas  ad  omnes  motm  flefh,  Ikin,  and  car- 
variabiles,  &  facili-  tilages,  by  their  dia- 
tate  pellis  aut  dimif-  phanous  nature,  foft- 
fas  aut  contradias^  a  en,  as  it  were,  the 

Jiatuariis  vulgo  evi-  harfhnefs  of  a  great 
tafas,  optimis  tameji  many  put-lines,  and 

aliquando     admijjas^  wear  off  thofe  rug8;ed 
piBurcB  certo^fed  cum  breaks,  which  in  fia- 

moderatione^  necejja-  tues,  by  the  force  and 
rias,    Lumine  eiiam  depth  of  their  ihade, 

ab  omni  hmnanitate  make  the  flone,  tho' 
alienijjima  differunt,  very  opaque,  appear 
lapideo  Jpkndore^   &  flill  more  opaque  and 

afperalucejuperficies  impenetrable  to  light, 
magis  elevante  ac  par  than  it  really  is.  There 
eft^  aut  faltem  oculos  are,  befides,  certain 

fafcinante,  places  in  the  natural^ 
which  change  their 

figure  according  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  avoided  by 
the  generality  of  fculptors  j  yet  are  fome- 

times admitted  into  ufc  by  the  moft  excel- 

lent^ 
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lent,  and  are  certainly  neceffary  to  painting; 
but  mull:  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  furface  above  its  pro- 

per pitch,  or,  at  leaft,  fafcinate  the  eye. 

Ea  quifqiiis  fapien-  H  E  who  has,  with 

th  difcretione  fepara-  difcernment,madethe 

verit,  Jiattias  cominus  proper  diftinclions  in 

ample^tetur ;  nam  quid  thefe    cafes,  cannot 

in  hoc  erroneo  J'ceculo  confider  the  antique 
degeneres  pojjumus  ?  ftatues  too  attentively, 

qudm  'vilis  genius  nos  nor  fludy  them  too 
himi  detinet  ab  he-  carefully  j  for  we  of 
roicQ   illo  imminutos  this  erroneous  age,  are 

ingenio^  judicio  I  feu  fo  far  degenerate,  that 

pat  rum  nebula  fufci  we  can  produce  no- 

ftmus,  feu  voluntate  thing     like    them  : 

Dei  ad  pejora  lapfi^  Whether  it  is,  that  our 

poflquam  lapf^  non  re"  groveling  genius  will 

mittimur^   aut  "jete-  not  permit  us  to  foar 

rafcente  mundo  inde-  to  thofe  heights  which 
boliti    irrecuperabili  the  antients  attained 

damnOy  feu  etiam  ob-  by  their  heroick  fen fe, 

jeBum  naturali  anti-  and  fuperior  parts ;  or 

quitus    origini  per-  that  we  are  wrapt  up 

feSfionique  propiiis  of-  in  the  darknefs  that 

ferebaty   ultra    com-  overclouded  our  fii- 

faSiur/tj  quod  nunc  fe-  thers ;  or  that  it  is  the 
culorum  will 
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culorum  fenefcentium  will  of  God,  becaufe 

defeSiu  ab  accidenti-  we  have  negledted  to 
bus  corriiptum  nihil  amend   our  former 

fui  retinuit,  delabente  errors,  that  we  fhould 

in  plura  perfeSiione  fall  from  them  into 

fuccedentibus  'vitiis  :  worfe  ;   or  that  the 
tit     etiam     ftatura  world  growing  old, 
hominum     multorum  our  minds  grow  with 

fententiis     probatur  it  irrecoverably  weak; 

paulatim  decrefcentis:  or,  in  fine,  that  na- 

quippe   profani   fa-  ture  herfelf  furnifhed 
crique  de  heroum^  gi-  the  human  body,  in 
gantum,  Cyclopumque  thofe  early  ages,  when 

multa   quidem  it  was  nearer  its  origin 

fabulofa^   aliqua  ta-  and  perfedion,  with 
men  vera  narrant  fine  every  thing  that  could 

dubio,  make  it  a  perfect  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  Cyclopes^  in  which  accounts,  if 

there  are  many  things  that  are  fabulous, 

ibere  is  certainly  fome  truth, 

Caujci 
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Caufapracipua qua      The  chief  reafon 

7ioftri    cenji    homines  why  men  of  our  age 

differunt  ab  antiquis  are  different  from  the 

eft  ig?iavia  &  inexer-  antients,  is  floth,  and. 

citatum  vivendi  ge-  want  of  exercifes  for 

72US quippe  efe,  bi-  moft   men  give  no 

bere^  nulla  exercitandi  other  exercife  to  their 

corporis   cura,    Igi*-  body  but  eating  and 

tur  prominet  depref-  drinking.  No  wonder 

Jum  ventris  onus,  fern-  therefore,  if  we  fee  fo 

per   ajjidua  repletum  many  paunch-bellies, 

ingluvie^  crura  ener-  weak  and  pitiful  legs 

'via,  &  brachia  otii  and  arms,   that  feem 

Jiii  confcia.    Contra,  to  reproach  them felves 

antiquitus  omnes  quo-  with  their  idlenefs  : 

tidie  in  palceftris       Whereas  the  antients 

gymnafiisexercebantur  exercifed  their  bodies 

violenter^  ut  vere  di-  every  day  in  the  aca- 

cam,  nimis  ad  fudo-  demies,    and  other 

rem^  ad  lajjitiidinem  places  for  that  pur- 

extremamuj'que.  Vide  pofe,    and  exercifed 
Mercurialem  de  arte  them  fo  violently  as 

gymnaftica,  quam  va-  to  fweat  and  fatigue 

ria  laborum  genera^  them,   perhaps,  too 

quam  difficilia^  quam  much.    See  in  Mer- 

robu[lahabuerint.  Ideo  curialis  de  arte  gym- 

partes  illce  ignavce  ab^  nafiica,   how  many 

fiimebantur  tantopere,  various  exercifes  they 

'venter  rejiringebatur,  took,  how  difficult, 
abdomine  in  carnem  and  what  vigour  of 

migrante.    Et  quid-  conftitution  they  re- 

^uid  in  cerpore   hu-  quired.  Thus  all  thofa 

•  mano  part^i 
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ntano  excitando  paf-  parts  of  the  body 
Jiv^  fe  habent :  nam  which  are  fed  by  idle- 

brachia,  crura,  cer-  nefs  were  worn  away ; 

'vix\fcapuli^  &  omnia  the  belly  was  kept 
qua  agunt  auxiliante  within  its  bounds,  and 

naturay  &  fuccum  ca-  what  would  have 

lore  attraBim  fubmi-  otherwife  fwelled  it 

nijirante,  in  immen-  was  converted  into 

Jum  augentur  ̂   flefli  and  mufcles  : 
crefcunt ,  ut  videmus  For  the  arms,  legs, 

terga  gerulorum,  bra-  neck,  fhoulders,  and 
chia gladiatorum^cru-  whatever  works  in  the 

ra faltantium,  &  to-  body,  are  affifted  by 

turn  jere  corpus  re-  exercife,andnourifh'd 
mtgum.  with  juice,  drawn  in- 

to them  by  heat,  and 

thus  increafe  exceedingly  both  in  ftrength  and 

fize  J  as  appears  from  the  backs  of  porters, 

the  arms  of  prize  fighters,  the  legs  of  dan- 

cers, and  almoft  the  whole  body  of  watermen. 

Thus  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  poflefTion. 

I N  fine :  The  praifes  of  the  knowing, 
the  teftimonies  of  authors,  and  the  general 

efteem  of  the  moft  famous  ages,  which  are 

the  ftrongeft  vouchers  for  the  antique,  tend 
all  to  eftablifli  this  fingle  reafon  for  the 

beauty  of  it  j  towit,  becaufe  it  is  founded 
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on  the  imitation  of  beautiful  nature,  fuited 

to  the  objedt  which  is  to  be  reprefented. 
The  feveral  charaders  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 

Hrength  j  and  in  Antinous,  human-  beauty. 

Some  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  times  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  objeds  to  revive  them  by,  than  the 
imitation  of  fuch  natural  ones  as  cafually 

ofiTered  ;  and  as  to  embellifhing  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. 
Th  E  Goths  cannot  therefore  be  faid  to 

have  departed  from  the  antique,  becaufe 

they  rejected,  but  becaufe  they  were  not  at 

all  acquainted  with  it.  All  arts  began  with 
the  imitation  of  nature,  and  have  been 

brought  to  perfection  only  by  good  choice. 
This  choice,  which  is  found  in  the  antique, 

has  been  made  hymen  of  excellent  judgment, 

who  aimed  at  glory,  by  the  way  of  fcience ; 
and,  in  order  to  attain  it,  examined  the  moft 

perfect  natu  ral  patterns ,  in  a  country  produdive 
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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  perfedion,  which 

is  at  this  day  the  objedt  of  our  aflonifh- 
ment. 

What  more  could  be  done  to  give  pof- 
terity  a  great  idea  of  the  antique  ?  An  idea 

not  derived  from  an  infipid  pradlice,  or 

from  an  overdoing  manner  which  fcholars 

take  from  mafters  of  a  narrow  mind,  and 

middling  capacity ;  but  fpringing  originally 

from  nature,  where  truth  appears  in  all 

its  purity,  elegance,  grace,  and  force,  with- 
out ever  departing  from  its  fimplicity.  It  is 

therefore  the  interefl  of  all  thofe  who  defign 

to  look  upon  the  naked  antique,  as  nature 

purified,  and  as  the  moft  certain  rule  of 

perfed:ion. 

B  u  T  as  'tis  in  vain  to  defire  to  profit  by  a 
bare  fight  of  fine  things,  if  wc  do  not  well 

conceive  them,  fo  it  is  impoflible  thoroughly 

to  underfl:and  the  beauty  of  the  antique, 

any  more  than  the  truth  in  nature,  without 

the  help  of  anatomy.  We  may,  indeed,  by 

feeing  and  defigning  the  antique,  acquire  a 

certain  greatnefs  of  defign,  and,  in  the  main, 

get  a  practice  tending  to  good  tafie  and  de- 
licacy ;  but  thefe  advantages,  if  void  of 

knowledge  and  principles,  can  only  dazzle 

the  fpedtator  by  a  fpecious  ihew,  and  by  ill- 
placed  remembrances  of  things.    A  man 

may 
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may  be  in  raptures  on  feeing  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. 

I F  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  negledt  of  this  attainment  proceeds 

only  from  its  being  thought  to  lead  towards 

drynefs  of  defign,  and  pedantry  of  manner. 

But  a  little  refledion  will  make  it  appear  to 

be  far  from  corrupting  the  folid  bafis  of 

truth,  and  of  corredlnefs  of  out- line  purity, 

or  fpoiling  the  connexion  of  the  mufcles. 
I  FORMERLY  Writ,  under  a  borrowed 

name  (^),  An  abridgment  of  anatomy ^  for  the 

ufe  of  painters  and  fculptors,  where  the 

demonfiirations  are  very  plain  :  I  fiiall  here 

give  fome  part  of  it,  in  order  to  facilitate 
this  fcience ;  and  the  rather,  becaufe  thofe 

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

Of  Anatomy. 

ANATOMY  is  a  knowledge  of  the 

parts  of  the  human  boay  •   but  that,  re- 

{a)  Abrege  d'Anatomie,  par  Tortebat. lates 
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lates  only  to  painters,  who  have  need  of 

the  bones,  and  the  principal  mufcles  that 

cover  them  ;  tv^o  points  which  are  eafily 
demonftrable.  Nature  has  furniflied  us  with 

bones  for  the  folidity  of  the  body,  and  flrength 
of  the  members  :  To  them  {he  has  fixed 

the  mufcles,  as  exterior  agents,  to  dmw 

them  whither  fhe  pleafes :  The  bones  de-^ 
termine  the  meafures  of  length,  and  the 

mufcles  thofe  of  bignefs  in  the  parts  of 

nature  ;  at  leaft,  'tis  the  office  of  the  muf- 
cles to  fettle  the  form  and  exadnefs  of  out- 

lines. 

'Tis  indifpenfably  necelTary  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  j  and, 

by  their  infertions,  to  another  bone,  which 

they  draw  when  they  pleafe  towards  their 

origins. 
Every  mufcle  has  its  oppofite  mufcle; 

when  one  adts,  the  other  yields,  like  well- 

buckets,  one  of  which  defcends  as  the  orher 

comes  upj  the  a(5ting  mufcle  fwells,  and 

con- 

4 
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eontradls  next  to  its  origin,  the  other  that 

obeys,  dilates  and  relaxes. 

The  largeft  bones,  and  which  are  moved 

with  thegreateft  difficulty,  are  covered  with 

the  largell  "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 overfweiling the 

mufcling,  have  thought  to  gain  the  reputation 

of  being  fkilful  in  anatomy,  or  at  leaft  would 

fhew,  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  the  mufcles 

appear  more  than  was  prudent  and  neceffary  ̂  

and  their  exaftnefs,  in  this  refped:,  (hews 

the  attention  they  thought  due  to  anatomy. 

In  fhort,  how  is  it  poffible  to  judge  of  the 

truth  or  fallity  of  an  out-line,  if  we  know 

not  for  certain  to  what  degree  the  muf- 

cle,  which  makes  it,  ought  either  to  fwell 
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or  relax,  according  to  its  office  and  degree 
of  adion.  We  often  fee,  as  has  been  faid 

before,  that,  for  want  of  this  knowledge, 

fome  perfons,  who  admire  an  antique  lla- 
tue,  do  it  for  no  other  reafon,  than  becaufe 

'tis  antique.  And  if  you  afk,  why  the  out- 
line of  a  figure  of  their  own  making  is  thus 

or  thus,  they  can  only  anfwer,  that  tliey 
faw  it  fo  in  nature.  And  this  is  the  cafe  of 

young  people,  and  of  thofe  who  have  no 
more  knov/ledge  than  wliat  they  have  derived 

from  bare  practice. 

We  often  obferve,  in  the  naked  parts  of 

antique  figures,  and  even  in  nature  itfelf, 
certain  fwells,  the  reafon  of  which  we 

cannot  difcover,  without  confidering  the  fitu- 
ation  and  office  of  the  mufcle  which  is  the 

caufe  of  them.  But  the  Ikilful  in  anatomy, 

fee  all  in  feeing  a  part,  and  know  how  to 

remove  from  the  eye  what  the  fkin  and  fat 
feem  to  conceal,  and  what  is  hid  to  thofe 

who  are  ignorant  of  this  fcience. 

I  HAVE  now  faid  enough  to  fhew,  that 

"tis  impoffible  to  be  truly  fkilful  in  defign, 
without  a  clear  and  diftind:  knowledge  in 

anatomy,  as  it  relates  to  painting  and  fcul- 
pture  J  and  this  may  be  attained  with  little 

trouble,  -  if  we  would  not  rather  produce 
monfters,  than  hedow  fome  attention  on  fo 

neceifary  a  point.  As  for  the  demonftrations, 

I  refer  the  reader  to  my  afoic faid  J!hiJgme?jt 
of  a?2atomv. 

Of 
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Of  Hafie  in  Depgfu 

THE  gout  or  tafte  is  an  idea,  either 

fuiting  the  natural  inclination  of  the  painter, 

or  formed  by  education.  Every  fchool 

has  its  tafte  in  defign  j  and,  fince  the  re- 

eftablifhment  of  the  fine  arts,  that  of 

Rome  has  always  been  thought  the  beft,  as 

being  founded  on  the  antique  j  which  is 

moft  proper  for  forming  a  tafte  in  defign, 
as  I  have  a  little  before  endeavoured  td 

prove. 

Of  Elegance. 

ELEGANCE  in  general  is  a  manner 

either  of  fpeaking-  or  making  things  with 
good  choice,  politenefs  and  agreeablenefs : 

With  good  choice,  in  rifing  above  what  na- 

ture and  painters  ufually  produce ;  with  po- 
litenefs, in  giving  fuch  a  turn  to  things,  as 

may  ftrike  men  of  delicate  tafte  and  with 

agreeablenefs,  in  diffufing  fuch  a  general  re- 

lifti,  as  may  pleafe,  and  be  within  the  reach 
of  every  one. 

Elegance  is  not  always  founded  ori 

corrednefs,  as  appears  from  the  antique,  and 

from  the  works  of  Raphael.  'Tis  often  feen 
in  works,  either  incorredl,  or  otherwife 

flighted  i  as  in  Correggio^  where,  notwith- 

ftanding  his  incorred:nefs  in  defign,  his  ele- 
H  2  gance 
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gance  in  the  tafle  of  it,  and  in  the  turn 
which  he  has  given  to  his  atSions,  muft  needs 

be  admired :  In  fliort,  Correggio  rarely  de- 

parts from  elegance. 
But  the  elegance  which  is  fupported  by 

corredtnefs  of  defign,  as  it  prefents  to  us  an 

image  of  perfection,  fo  it  anfwers  fully  our 

expectation,  fixes  our  attention,  and  elevates 
the  mind,  after  having  ftruck  it  with  an 

agreeable  aftonifliment. 

Elegance  of  defign  may  be  further 

defined  to  be  a  manner  of  embellifliing  ob- 
jedts,  either  in  form  or  colour,  or  both, 

without  deftroying  the  truth. 

Elegance,  with  refpedt  to  defign,  ap- 
pears more  eminently  in  the  antiques,  than 

in  any  of  the  great  painters  who  have  imi- 

tated them  ;  among  whom,  by  general  con- 

fent,  Raphael  is  the  chief. 

Of  the  CharaSiers. 

'T I S  not  corrednefs  only  that  gives  fpirit 

to  painted  objeCts,  but  'tis  alfo  the  manner  in 
which  they  are  defigned.  Every  kind  of  objedt 

requires  a  difi^erent  mark  of  diftindtion  j 
flones,  waters,  trees,  hair,  feathers,  and, 

in  fhort,  all  kinds  of  animals,  muft  have 

their  difi^erent  touchings,  in  order  to  exprefs 
the  fpirit  of  their  charadters  j  and  even 

naked  human  figures  have  their  particular 
marks  of  diftindion.    Some,  to  imitate  flefh, 

give. 
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give,  in  the  extremities,  an  infledive  fl:roke> 

which  has  this  fpirit :  Others,  to  imitate  the 

antique,  (hew,  in  their  extremities,  the 

regularity  of  ftatues,  that  they  may  not 

lofe  any  of  their  beauty  :  We  even  obferve 

in  the  defigns  of  the  great  mailers,  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. 

The  word  exprejjion^  in  painting,  is 

ufually  confounded  with  paffion  j  but  their 

difference  is,  that  exprejjion  is  a  general 

term,  lignifying  the  reprefentation  of  an 

objedt,  according  to  its  charadler  and  nature, 

and  according  to  the  turn  which  the  painter 

has  a  mind  to  give  it,  for  the  benefit  of  his 

work  :  And  pojjion^  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  paffion  is  ex- 

preffion,  but  all  expreffion  is  not  paflion: 
From  hence  we  muft  conclude,  that  there 

is  no  object  in  a  pidiure  which  has  not  its 

expreffion. 

1  MIGHT  here  treat  of  the  paffions  of 

the  foul,  but  have  found  it  impoffible  to  give 

fuch  particular  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  fhould 

Jje  obliged  to  make  ufe  of  as  eftential  rules, 

H  3  this 
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this  would  be  depriving  the  art  of  that  ex- 
cellent variety  of  expreffion ;  which  has  no 

other  principle  thandiverfity  of  imaginations, 

the  number  of  which  is  infinite,  and  pro- 
^dudtions  as  new  as  the  thoughts  of  men  are 

various.  The  fame  paffion  may  be  finely 

expreffed  feveral  ways,  yielding  each  more 

or  lefs  pleafure  in  proportion  to  the  painter's 

tinderftanding,  and  the  fpedator's  difcern- ment. 

In  the  pafnons,  there  are  two  forts  of 

emotion  ̂   one  lively  and  violent,  and  the  other 

fweet  and  moderate  :  ̂ intilicm  calls  the 

former  pathetick,  and  the  latter  moral  :  The 

pathetick  commands,  and  the  moral  per- 
iuades :  The  one  brings  trouble,  and  fliakes 
the  heart ;  and  the  other  calms  the  mind  ; 

and  both  require  much  fkill  to  be  well 

cxprefled. 
The  pathetick  is  founded  on  the  moft 

violent  paffions  y  as  hatred,  wrath,  envy, 

eompalTion :  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  j  and  both  require  a  decorum  and 

propriety  in  the  figures  which  compofe  the 
fcene. 

Le  Br  UN  has  publiflied  atreatife  of  the 

paffions the  definitions  of  which  he  has 

taken  moflly  from  what  Defcartes  has  writ- 

ten of  them.    But  that  philofopher  treated 

only 



0/*  D  E  S  I  G  N.  103 
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  paffioils,  according 

to  the  definitions  that  are  given  of  them,  it  s 
hard  to  know,  how  thofe  emotions  conftitute 

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  capacities  of  painters ;  who  are 

not  all  philofophers,  though,  in  other  re- 
fpeds,  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  fcn^ 

timents  at  the  fight  of  fome  objed;,  without 

waiting  for  order,  or  the  judgment  of  reafon. 

The  artifl  ought  to  confider  this  objedl  with 

attention,  and  endeavour  to  make  it  al- 

ways prefent  in  his  mind,  and  to  afk  him- 
felf.  What  he  would  naturally  do,  if  feized 

with  the  fame  paflion  ?  Nay,  he  ihould  do 

more  ;  he  ought  to  put  himfelf  in  the  place 

of  the  perfon  who  is  thus  tranfported,  and  to 

heat  or  cool  his  imagination  to  fuch  a  degree 

of  livelinefs  or  calmnefs,  as  that  paflion  re- 

quires after  it  is  thoroughly  felt.  The  look- 

ing-glafs  is  a  great  help  in  this  matter,  and  a 
perfon,  duly  informed  of  the  cafe,  might 

very  well  ferve  for  a  model  or  figure. 

But  it  is  not  enough,  that  the  painter 

himfelf  feel  the  paffions  of  the  foul ;  he  mufl 

H  4  make 
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make  them  felt  by  others ;  and,  among  the 
many  charaders  by  which  one  particular 

paffion  maybe  exprefs'd,  he  muft  chufe  fuch 
as  he  judges  moft  proper  to  afFed  chiefly 
men  of  underftanding ;  which  cannot  be 

done,  in  my  opinion,  without  exquifite  fenfe, 

and  found  judgment  5  for  nothing  interefts 
the  fpedator  more  in  favour  of  the  pidure, 

than  the  painter's  hitting  his  tafte. 

Ie  Br  UN's  demonllrations  are  certainly 
-i  ued  and  fine,  but  too  general :  They 

iViay  iiideed  be  of  fervice  to  mofl  painters  ; 
but  yet  other  expreflions  of  the  paihons  may 
be  found  as  beautiful  as  Le  Brnris,  though, 
in  this  refpect,  he  has  been  very  happy. 
General  expreflions  are  therefore  ufe- 

ful,  becaufe  the  particular  ones  proceed  from 
them,  as  the  branches  of  a  tree  fhoot  from  the 

trunk.  I  would  therefore  advife  a\^ery  painter 
to  fludy  them,  and  to  mark  on  paper,  with 
a  crajon^  the  lines  or  itrokes  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 
pafTions  as  may  fuit  his  genius  :  For  we  all 
think  differently,  and  our  imaginations  are 
according  to  the  nature  of  our  conflitutions. 

Tho'  the  pafTions  of  the  foul  are  mofl 
vifible  in  the  lines  of  the  face,  they  often 
require  the  affiftance  of  the  other  parts 
of  the  body  ;  for,  when  the  fubjed  requires 
the  exprefTion  of  fome  effential  part,  if  you touch 
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touch  the  fpeftator  but  faintly,  you  give  him 

a  coldnefs  that  difgults  him ;  whereas,  if  you 

touch  him  to  the  quick,  you  give  him  an 

infinite  pleafure. 
The  head  contributes  more  to  the  ex- 

preflion  of  the  paflions,  than  all  the  other 

parts  of  the  body  put  together.  Thefe  fepa- 
rately  can  only  (hew  fome  few  paffions,  but 
the  head  Ihews  them  all.  There  are  fome, 

however,  peculiar  to  the  head ;  as  humility, 

when  it  hangs  down  ;  arrogance,  when 

it  lifts  itfelf  up  ;  languifliing,  when  it  leans 

on  one  fide  ;  obftinacy,  when,  with  a  ftub- 

born  and  rigid  air,  it  ftands  upright,  fixed, 
and  fliff,  between  the  two  flioulders.  Others 

may  be  more  eafily  exprefs'd  than  defcribed ; 
as  lhame,  admiration,  indignation,  and  doubt. 

The  head  befi:  fliews  our  fupplications, 

threats,  mildnefs,  haughtinefs,  love,  hatred, 

joy,  fadnefs,  humility  :  In  (liort,  the  face 

difcovers  things  in  half-fpeechj  its  rednefs 

and  palenefs,  as  it  were,  fpeak  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 

fays,  the  windows  of  the  foul.  The  paffions 

they  mod  particularly  difcover  are,  pleafure, 

languifliing,  fcorn,  fe verity,  mildnefs,  ad- 
miration, and  anger ;  to  which  we  might 

add  joy  and  grief,  if  they  did  not  proceed 

more  particularly  from  the  eye-brows  and 
mouth  :  But,  when  thofe  two  paffions  fall in 
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in  alfo  with  the  language  of  the  eyes,  the 
harmony  will  be  wonderful. 

The  nofc  fhews  no  paffion  in  particular, 
but  affifts  the  other  parts  of  the  body  by 
raifmg  the  noftrils^  which  is  as  much  an 
expreffion  of  joy  as  of  fadnefs.  Yet  fcorn 

raifes  the  tip,  and  fwellsthe  noftrils,  drawing 
the  upper  lip  up  to  the  corners  of  the  mouth. 
The  antients  made  the  nofe  the  feat  of  derifion 

 Eim  fubdoloi  irrifioni  dicaverunt  - — . 
fays  P//;/v.    They  alfo  placed  anger  there  ̂  

as  in  Ferfius  ■  Difce ;  fed  ira  cadat  nafo, 
rugojaque  [anna  But  I  take  the  nofe  to 
be  the  feat  of  anger  rather  in  beafls  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  Philojiratus  reprefents  him,  when  the 
nymphs  tied  him,  and  offered  him  a  thou- 
fand  infults. 

The  motion  of  the  Hps  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  pafTion. 

A  s  for  the  hands,  they  obey  the  head,  and 
become  its  weapons  and  aid  in  time  of  need  : 
Adtion  is  weak,  and,  as  it  were,half  dead,  with- 

out their  afTiftance ;  their  motions,  which  are 

almoft  infinite,  create  numberlefs  expref- 
fions :  Is  it  not  by  them  that  we  defire,  hope, 

promife. 
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promife,  call,  fend  back  ?  Are  they  not 

the  infhuments  of  threatening,  prayer,  hor- 

ror, and  praife  ?  Do  we  not  by  them  approve, 

refufe,  fear,  afk,  exprefs  our  joy  and  grief, 

our  doubts,  regrets,  pain,  and  admiration  ? 

In  a  word,  we  may  affirm,  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  exprelling  the  various  paffions,  is  impof- 

fible  ;  nor  can  any  exad  rules  be  given  for 

it,  both  becaufe  the  tafk  would  be  infinite, 

and  becaufe  every  one  muft  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 

perfectly  natural.  I  cannot  but  think^  fays 

^i?2tiUan,  fpeaking  of  the  paftions,  that 

this  part^  though  Jh  fine  and  great,  may  pof- 

fibly  be  attained^  and  that  there  is  a  road 

which  leads  eafily  to  it ;  aitd  it  is  the  ftudy  and 

imitation  of  nature :  for  the  [peBators  are 

fatisfied,  when,  in  artificial  things,  they  fee 

nature  as  jhe  ufually  appears  to  them.  In 

efi'eSl,  it  is  not  to  be  doubted,  but  that  the 
emotions  of  the  foul^  as  feen  in  art^  are  ?iever 

fo  natural  as  thofe  in  the  heat  of  a  real 

pajfion, 
Xhe  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 

circnmllances  with  the  perfon  he  would 

reprefent.  For  nature^  ia-ys  Horace^  lay:, 
our  mind  open  to  all  forts  of  chances  fome- 
times  we  have  content  \  at  other  times  we  are 

f welled  with  anger ;  fometimes  we  are  intirely 

weighed  down  with  mortal  difquiets,  and  then 
the  motions  of  the  heart  fwell  outwardly  bv 

means  of  the  tongue,  which  is  its  interpreter. 
Inftead  of  the  tongue,  let  the  painter  fay,  by 
means  of  the  aBions,  which  are  her  -  inter- 

preters. How  is  itpofjible^  fays  ̂ intilian, 
to  give  warmth  to  any  things  tf  you  have  not 
that  warmth  in  yourfelf?  We  mufl  firft  be 
touched  oiirfehes  with  a  pa/lion,  before  we 

can  affect  others  with  it.  Aiid  ho%v  mufl  we 
move  and  afect  ourf elves,  continues  he,  fi/ice 

the  pafjions  are  not  in  our  power  ̂   It  is  thus, 

if  I  mtfake  not :  We  mufi  form  to  ourf elves 
the  appearances  and  images  of  things  abfent^ 
as  ij  they  were  really  before  our  eyes  ;  and  he 

who  forms  and  conceives  thofe  images  with  the 

greatefl  force,  will  exprefs  the  pafjions  with 

mofl  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  fi  gures,  in  giving  them  violent  and 
forced  adions,  which  we  may  rather  call 
contorfions  of  the  body,  than  patfions  of  the 
foul :  Thus  are  they  at  great  pains  to  find  out 

fome 
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fome  violent  paffion,  where  only  a  moderate 

one  was  proper. 

Add  to  what  is  above,  that  great  regard 

muft  be  had  to  the  qualities  of  the  perfons 

that  are  paffioned  :  The  joy  of  a  king  muft 

not  be  like  that  of  a  footman,  nor  a  foldier's 
mettle  like  that  of  a  captain.  And,  in  thefc 

diftinftions,  confifts  the  true  difcernment  of 

the  paffions. 

Every  body  is  fenfible,  that  the  imi- 
tation of  the  viiible  objed:s  in  nature  lies  in 

defign  and  colouring.  I  have  explained  my 

thoughts  of  the  former  in  fpeaking  of  cor- 
redtnefs  of  defign,  founded  on  the  beauties 

of  nature,  and  the  antique,  and  on  the 

affiftance  of  anatomy.  I  have  touched  on 

tafte,  diverfity,  elegance,  character,  and  the 

expreffion  of  the  paffions,  according  to  the 
relation  which  all  thefe  bear  to  defign. 

It  only  remains  now  to  fpeak  of  colouring, 

and  to  add  what  I  have  to  fay  at  pre  fen  t  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  thofc  thino;s 

with  fucccfs  ;  and  becaufe  it  would  be  tire- 

fome  to  repeat  what  they  have  written,  un» 
lefs  I  could  better  illuftrate  it 

O  F 
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DRAPERIES. 

DI V  E  R  S I T  y  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  mode 
of  different  times.  But  as  the  ufe  of  fluffs 

has  been  applied  to  many  other  things  befides 

clothing,  painters  have  comprifed  them  all 

under  the  v^^ord  Drapery and  when  they 
would  defcribe  an  artift  who  makes  a  proper 
diflribution  of  the  folds,  they  fay,  He  knows . 
how  to  cafl  a  drapery  well.  Now  this 

phrafe  of  cajiing  a  drapery  is  the  more 

jufl,  as  the  difpofition  of  the  folds  ought 
rather  to  feem  the  effe(5l  of  mere  chance, 

than  of  labour  and  fludy  :  As  there  is  ikill 

therefore  in  the  adjuflment  of  the  draperies, 
we  fhall  endeavour  to  (hew  where  it  lies^ 
and  of  what  confequence  it  is  in  painting. 

The 

4  •  - 
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T  H  E  art  of  drapery  is  chiefly  obferved  iii 

three  things  j  viz. 

1.  The  order  of  folds. 

2.  The  diverfity  of  fluffs. 

3.  The  variety  of  colouring  in  fluffs. 

Of  the  Order  of  Folds. 

A  S  ihe  eye  muft  never  be  in  doubt  of  its 

objed:,  the  chief  effed  of  draperies  is,  to 
make  us  underfland  vi^hat  they  cover  ;  efpe- 
cially  the  naked  parts  of  figures;  in  fuch 
manner,  that  the  outward  charaders  of  per- 
fons,  and  the  exadnefs  of  proportions,  may 
appear  through  them,  at  leaft  in  the  main, 

and  as  far  as  probabiUty  and  art  will  permit : 
Accordingly,  after  the  example  of  thegreatefl 
maflers,  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  cafl  of  his 
draperies.  He  mufl  alfo  take  care,  that  the 
drapery  fit  not  too  clofe  to  the  parts  of  the 
body,  but  that  it  feem  to  flow  round,  and, 
as  it  were,  carefs  them,  and  that  the  figure 
be  eafy,  and  have  a  free  motion. 

Let  not  the  draperies  which  cover  thofe 
members,  that  are  expofed  to  great  light, 
be  fo  deeply  fliaded  as  to  feem  to  pierce 
them. 3  nor  let  thofe  members  be  croffed 

by 
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by  folds,  which  are  too  ftrong ;  left,  by 

the  too  great  darknefs  of  their  (hades,  the 

members  look  as  if  they  were  broken  ;  but, 

retaining  a  fmall  number  '<?f  folds,  let  the 
painter  nicely  diftribute  amori^  them  fuch  a 
degree  of  light  as  fuits  the  whole  mafs,  of 

which  they  are  a  part. 

Folds  Ihould  be  great,  and  as  few  as 

poffible :  a  maxim  that  chiefly  contributes 

to  what  is  called  the  grand  mannef'  ;  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. 

Contrast,  which  is  fo  necelTaiy  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,  raifes  in  the  dra- 
peries, as  well  as  in  the  figures,  a  fort  of 

contradidion,  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 
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bught  not  only  to  contrafte  themfelves,  bu  talfo 

the  members  of  the  figures,  when  thofe  folds 

are  great,  and  a  part  of  a  large  drapery  j  for  as 

to  the  under  draperies,  which  flick  more  clofely 

to  the  naked  figure,  they  are  more  apt  to  take 

the  (hape  of  it,  than  to  give  it  any  contraft. 

Wh  a  t  e  V  e  r  life  the  contraft  may  add  to 

draperies,  and  however  neeeflary  it  may  be 

to  make  them  pleafing,  the  painter  muft  yet 

make  ufe  of  it  with  great  prudence  and  pre- 
caution :  Forj  in  upright  figures,  it  often 

happens,  that  the  contraft  cannot  be  pradiifed, 

without  departing  from  probability.  And  in 

fuch  cafes,  the  painter,  who  knows  to  turn 

every  thing  to  bis  advantage,  betakes  him- 
felf  to  other  principles. 

Folds  well  imagined  give  much  fpirk 

to  any  kind  of  adlion  ;  becaufe  their  motion 

implies  a  motion  in  the  acting  member, 
which  feems  to  draw  them  forcibly,  and 

makes  them  more  or  lefs  ftirring,  as  the 
action  is  more  or  lefs  violent, 

FoL  DS  fhould  be  great  according  to  the 

quantity  and  quality  of  the  drapery  j  and  when , 

through  theflightnefs  of  ftuffs,  we  are  obliged 

to  ufe  much  folding,  it  muft  be  fo  grouped, 

that  the  claro-obfcuro  may  not  fuffer  by  it. 

A  JUDICIOUS  repetition  of  folds,  in  a 

circular  manner,  is  a  great  help  to  the  effed; 

of  fore-fhortenings. 

I  t's  fome times  proper,  in  certain  parts, 
to  put  out  fome  folds,  and  put  in  others 

I  more 
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more  fuitable  to  the  painters  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  unfinifhed. 

Rich  ornaments  make  a  part  of  the 

beauty  of  draperies,  when  ufed  with  difcre- 
tion.  But  fuch ornaments  ill  become  divini- 

ties, and  are  always  beneath  the  ftate  and 

,  dignity  of  heavenly  figures ;  whofe  draperies 

ought  rather  to  be  rich  in  the  greatneis  and 
noblenefs  of  the  folds,  than  in  the  quality  of 

the  fluff. 

Folds  made  by  mere  praftice,  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  fluffs  themfelves ;  becaufe 

in  them  the  folds  are  true,  and  the  lights 

agreeable  to  the  nature  of  the  fluffs.  I 
would  not  however,  blame  thofe  who  have 

acquired  fo  great  an  experience  in  the  na- 
ture of  folds  and  qualities  of  fluffs,  as  to 

be  capable,  by  memory,  to  exprefs  mofl  of 
them  well. 

To  imitate  truth  juflly,  draperies  ought 

either  to  be  fet  on  a  layman  as  big  as  the  life, 

or  elfe  upon  the  life  itfelf  5  but  care  mufl 

be  taken,  that  fuch  draperies  have  nothing 

©f  the  immQbility  of  the  layman. 
Some 
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SbME  painters  make  ufe  of  Imall  lay- 

men, on  which  they  fet  either  thin  fluffs,  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  j 
becaufe  the  fluffs,  not  having  the  fame 

weight  as  in  the  larger  laymen^  can't  fhew 
the  folds  in  their  true  fhapes. 

Light  and  flying  draperies  become  only 

figures  in  great  motion,  or  in  the  wind  ;  but 

when  in  a  clofe  place,  and  free  from  violent 

ad:ion,  their  draperies  mufl  be  large ;  and  by 
their  contrafl,  and  fall  of  the  folds,  fhew 

grace  and  majefly. 

'Tis  a  great  fault  to  make  draperies  tod 
heavy  and  cumberfome :  they  ought  to  be 

fuitable  to  the  figures  j  and  'tis  wrong  to 
think,  as  fome  have  done,  that  the  larger 

they  are,  the  more  they  are  grand  and 

majeflick.  A  profuiion  of  fluffs,  on  the 

contrary,  is  an  hindrance  to  the  motion  of 

the  figures^  and  rather  embaraffes  them, 

than  makes  them  majeflick. 

Thefe,  I  think,  are  the  principal  obfer- 

Vations  relating  to  the  order  of  folds  :  I  pro- 

ceed, fecondiy,  to  fpeak 

Of  the  Diverjity  of  Stuffs, 

AMONG  the  many  different  things 

ttiat  pleafe  in  the  compoiition  of  a  picture, 
I  %  variety 
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variety  of  draperies  is  not  the  leaft  confi- 
derable.  The  order  and  contraft  of  folds 

have  indeed  their  lliare  j  but  it  is  not  enough, 
that  the  llufFs  themfelves  be  varioufly  caft, 
they  muft  alfo  be  of  various  forts,  as  far 

as  the  fubje(fl:  will  admit  :  Wool,  linen, 

cotton,  and  filk,  as  they  are  manufa(ftured 

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  fluffs  natu- 
rally make  broken  folds,  others  more  foft 

and  round :  Some  fluffs  are  rough- wrought, 
others  fmooth  and  gloffy :  Some  are  thin 

and  tranfparent,  others  more  firm  and  fub- 

llantial.  And  this  variety,  whether  di- 

fperfed  among  many  figures,  or  brought  into 
one,  according  to  the  fubje(5l,  never  fails  to 

produce  a  mofl  agreeable  fenfation. 

The  general  ufe  of  the  fame  kind  of  fluff 

in  the  figures  of  one  pidlure,  is  a  fault  into 

which  mofl  painters  of  the  Roman  fchool 

have  fallen,  and  which  all  thofe  are  guilty  of, 
who  either  paint  by  dint  of  pradlice  only, 
or  reduce  the  imitation  of  nature  to  an  habit 

which  they  have  contracted.  But  the  in- 

genious painter  will  feek  all  opportunities 
of  introducing  into  his  draperies  that  happy 

diverfity  I  have  been  mentioning  ;  Let  him 

re- 
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remember,  however,  that  it  is,  above  all  things, 

indifpenfable,  v^^ith  regard  to  the  difference 

of  ages,  fexes,  and  conditions. 
Th  e  antient  fculptors  were  very  fk.il ful 

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  Hnen,  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  lhall  only  mention 

that  of  the  bas-rehef,  commonly  called, 

The  Danci?tg  Women.  The  draperies  which 

cover  the  naked  parts  of  thofe  figures,  and 

fliew,  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  (hew  the 
naked  partsof  thofe  figures  with  elegance,  thefe 

repetitions  will  be  fo  far  from  appearing  a  fault 

I  3  in 
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in  fculpture,  that  they  will  feem  to  make  a 

kind  of  hatched  fhading,  fo  dextrpufly  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  fkill  and  genius,  invented  feveral  ways  to 
remedy  the  inconveniences  jn  the  matter  they 

work'd  on,  whether  they  proceeded  from 
the  largenefs  of  folds>  or  the  variety  of  the 

fluffs  with  which  their  figures  were  cloathed; 

having  in  all  other  refpeds,  generally  fpeak- 
jng,  given  perfedt  fatisfadlion. 

But  painters,  who  may  ufe  all  forts  of 

ffuffs,  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.  I 
proceed  in  the  laft  place  to  treat 

Of  the  F triety  of  Colouring  in  Stuffs. 

I F  order,  contraft,  and  variety  of  ffuffs 

and  folds,  conftitute  the  elegance  of  draperies, 
diverfity  of  colours  in  thofe  ffuffs  contributes 

extremely  to  the  harmony  of  the  whole 

together,  in  hiftorical  fubjeds.  The  artift, 

who  has  it  generally  in  his  power  to  imagine 

them  as  he  pleafes,  muff  particularly  ffudy 
the  values  of  his  colours  when  entire,  their 

effects  'v^hen  placed  by  one  another,  and 
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their  harmony  when  broken.  But  thefe 

points  I  fhall  handle  in  treating  of  colouring ; 

^nd,  in  the  mean  time,  only  here  obferve, 

that  the  colouring  of  draperies  gives  the 

painter  an  opportunity  of  (hew^ing  all  his 

{kill  and  addrefs  in  the  claro-obfcuro.  Titian 

made  ufe  of  this  artifice  in  moft  of  his 

pidtures ;  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  characterizing 

objects  by  comparifon. 

But,  after  all,  the  management  of  dra- 

peries is  not  fo  fettled,  but  the  painter  may 

give  fcope  to  his  genius,  in  venturing  on 

unufual  folds,  which  may  have  their  merit. 

There  is  not  any  efFea:  in  nature,  where 

chance  fhews  more  variety  than  in  the  caft 

of  the  draperies  :  And  tho'  art  has  ufually 

fomething  to  correct  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  elFeds  which  nature  prefents,  and  to 

ufe  them  foas  to  difFufeover  his  performance 

the  marks  of  a  happy  felicity. 

Among  the  painters  who  beft  underftood 

draperies,  Raphael^  in  my  opinion,  is  the 

I  4  bcft 
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beil  copy  for  the  order  of  folds ;  yet  I  woulc} 
not  derogate  by  this  from  the  merit  cf  thofe, 
who, without  departing  wholly  homRaphael  s 
principles,  have  fuccefsfully  taken  greater 
liberties  in  the  chara^ers  of  their  folds,  and 
have  even  accompanied  thofe  fi-eedoms  with 
grandeur  and  truth.  The  Vejietian  and 
Flemijh  fchools  have  excelled  in  fliewing  the 
variety  of  fluffs  j  and  Paolo  Veronefe  is  an 
inexhauftible  fource  of  examples  for  an 
harmonious  variety  of  colours.. 

I  SAY  little  of  the  other  great  maflers  in 
draperies ;  th.e  confideration  of  whofe  works 

will  make  it  evident,  that  the  folds  require 
both  order,  and  a  proper  choice  ;  that  tjie 
difference  of  fluffs  enriches  a  work,  and 
fupports  a  necefTary  probability  3  and  that 
variety  pf  colouring  in  draperies  may  con- 

tribute very  much  to  the  effedtof  the  claro- 
ebfcuro^  and  to  the  harmony  of  the  whole 
together.  In  fhort,  the  works  of  thofe  ex- 

cellent maflers  will  better  demonflrate,  than 
all  I  can  fay,  wherein  the  knowledge  of 
draperies  lies,  and  of  what  importance  it  is 
in  painting. 

An  AbfiraSi  of  the  preceding  Obfer- 

vations  relating  /(?  Draperies. 

By  the  word  drapery^   in  painting,  is 
meant  all  forts  of  ilufFs,  whether 

for  cloathing  or  other  ufe  ,  but,  generally 

fpeak* 
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fpeaking,  it  relates  to  cloathing  :  In  which 

art  cpnfiders, 

1.  The  order  of  folds. 

2.  The  diverfity  of  fluffs, 

3.  The  variety  of  colouring  in  fluffs. 

Of  the  Order  of  Folds. 

THE  figure  muft  be  defigned,  before  it 
be  cloathed. 

The  drapery  muft  not  fit  too  clofe  to 

the  parts  of  the  body  j  but  flow  about  them, 
and,  as  it  were,  care fs  them. 

Th  e  members  muft  not  feem  to  be  broken 

by  folds  too  ftrongly  fliaded. 
Th^  folds  muft  be  great  and  few,  as  fat 

as  thp  nature  of  the  ftuff  will  admit. 

The  folds  muft  contrafle  one  another, 
and  alfo  contrafle  the  members. 

The  folds,  on  many  occaflons,  give  life 

to  the  adion  of  a  figure. 

A  N  y  great  vacancies  in  draperies  muft  be 

filled  up  with  well  adapted  folds. 

Masters  may  fhew  pradical  folds; 

but,  fpr  perfedion's  fake,  we  Ihould  always confult  the  life. 

Draperies  fet  on  little  laymen  may 

be  ufeful,  but  they  are  falfifying. 

Flying  draperies  are  proper  only  in  open 

places,  or  where  the  figure  is  in  great 
motion. 

f  DO  much  ftuff  in  a  drapery  encun^bers 

the  figure.  Chance 
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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. 

I T  delights  the  eye. 

It  ought  to  be  generally  pradlifed,  as 
v^^ell  in  a  fingle  figure  as  among  many, 
efpecially  to  fhew  the  different  ages,  fexes, 
and  conditions  of  figures. 

The  Roman  painters,  and  thofc  who 

paint  pradically,  are  ufually  guilty  of  re- 

peating the  fame  ftuffs. 

Of  the  Variety  of  Colouring  in  Stuffs, 

IT  gives  a  pi<flure  harmony. 
I T  charadterizes  the  objedts. 

I  T  fhews  the  claro-obfcuro, 

Raphael  is  the  beftcopy  for  the  order 
of  folds. 

The  Venetian  and  Flemijh  fchools  are 

befl  for  the  diverfity  of  fluffs.  And 

Pa  0  L  o  Ve  R  o  N  E  s  E ,  for  the  harmonious 

yariety  of  their  colouring. 

P  P 
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L  A  N  D  S  K  I  P. 

LANDSKIP  is  a  kind  
of  painting  that 

reprefents  the  fields,  and  all  the  ob- 

t       jedls  that  belong  to  them.    Among  all 

the  pleafures  which  the  different  talents  of 

painting  afford  to  thofe  who  employ  them, 

that  of  drawing  landlkips  feems  to  me  the 

moft  affefting,  and  moft  convenient  ;  for, 

by  the  great  variety,  of  which  it  is  fufcep- 

tible,   the  painter  has  more  opportunities, 

than  in  any  of  the  other  parts,  to  pleafe 

himfelf  by  the  choice  of  his  objeas.  The 

folitude  of  rocks,  freftnefs  of  forefts,  clear- 

nefs  of  waters,  and  their  feeming  murmurs, 

pxtenfivenefs  of  plains  and  offilips,  mix- 

tures of  tregs,  firmnefs  of  verdure,  and  a 

fine  general  fcene  or  opening,  make  the 

painter  imagine  himfelf  either  a  hunting,  oi- 
taking  the  air,  or  walking,  or  fitting,  and 

giving  himfelf  up  to  agreeable  mufings.  In 

^  word,  he  may  here  difpofe  of  all  things 

to  his  pleafure,  whether  upon  land,  or  in^ 

^ater,  or'  in  the  fky,  becaufe  t^^re  is  not 
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any  prodaaion  either  of  art  or  nature,  which 
may  not  be  brought  into  fuch  a  picture. 
Thus  painting,  which  is  a  kind  of  creation, 
is  more  particularly  fo  with  regard  to 
landfkip. 

Among  the  many  different  %les  of 
landfkip,  I  fhall  confine  my  felf  to  two  ; 
the  herotck,  and  the  pajioral  or  rural ;  for 
all  other  flyles  are  but  mixtures  of  thefe. 
The  heroick  ftyle  is  a  compofition  of 

objeas,  which,  in  their  kinds,  draw,  both 
from  art  and  nature,  every  thing  that  is 
great  and  extraordinary  in  either.  The 
fituations  are  perfedtly  agreeable  and  fur- 
prifing.  The  only  buildings,  are  temples, 
pyramids,  antienc  places  of  burial,  altars 
confecrated  to  the  divinities,  pleafure-houfes 
of  regular  architedture :  And  if  nature  ap- 

pear not  there,  as  we  every  day  cafually  fee 
her,  (he  is  at  leaft  reprefented  as  we  think 
fhe  ought  to  be.  This  ftyle  is  an  agreeable 
illufion,  and  a  fort  of  inchantment,  when 
handled  by  a  man  of  fine  genius,  and  good 
underftanding,  as  Foujfin  was,  who  has  fo 
happily  exprelTed  it.  But  if,  in  the  courfe  of 

this  ftyle,  the  painter  has  not  talent  enough 
to  maintain  the  fublime,  he  is  often  in 
danger  of  falling  into  the  childifh  manner. 
Th  e  rural  Jlyle  is  a  reprefentation  of 

countries,  rather  abandoned  to  the  caprice 
of  nature  than  cultivated :   We  there  fee 

nature  fimple,  without  ornament,  and  with- out 
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out  artifice  ;  but  with  all  thofe  graces  with 
which  fhe  adorns  herfelf  much  more,  when 

left  to  herfelf,  than  when  con  drained  by- 
art. 

In  this  ftyle,  fituations  bear  all  forts  of 

varieties :  Sometimes  they  are  very  extenfive 

and  open,  to  contain  the  flocks  of  the  fliep- 
herds  ;  at  others,  very  wild,  for  the  retreat 

of  folitary  perfons,  and  a  cover  for  wild 
beafts. 

.1  T  rarely  happens,  that  a  painter  has  a 

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  heroick  Jiyle^  think  they 

have  done  all,  when  they  have  introduced 

into  their  compofitions  fuch  noble  objedls  as 

will  raife  the  imagination,  without  ever 

giving  themfelves  the  trouble  to  fludy  the 

effects  of  good  colouring.  Thofe,  on  the 

other  hand,  who  pradtife  the  paftoral,  apply 
clofely  to  colouring,  in  order  to  reprefent 

truth  more  lively.  Both  thefe  ftyles  have 

their  fe6taries  and  partifans.  Thofe  who 

follow  the  heroick,  fupply  by  their  imagi- 
nation, what  it  wants  of  truth,  and  they 

look  no  farther. 

As  a  counterbalance  to  heroick  landlkip, 

I  think  it  would  be  proper  to  put  into  the 

paftoral. 
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paftoral,  befides  a  great  charader  of  truth, 

fome  afFed:ing,  extraordinary,  but  probable 
effed:  of  nature,  as  was  T!itian\  cuftom. 

There  is'an  infinity  of  pieces  wherein 
both  thefe  flyles  happily  meet  and  which  of 

the  two  has  the  afcendant,  will  appear  from 

what  I  have  juft  been  obferving  of  their 

refpe<SI:ive  properties.  The  chief  parts  of 

landfkip  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, 

THEwordy?/^,  orfituation,  fignifiesth« 

view,  profpe(S  or  opening  of  a  country: 

It  is  derived  from  the  Italian  word  Jito  j 

and  our  painters  have  brought  it  into  ufe, 

either  becaufe  they  were  ufed  to  it  in  Italy ̂ 

or  becaufe,  as  I  think,  they  found  it  to  be 

very  expreffive. 

Situations  ought  to  be  well  put  to- 

gether,  and  fo  difengaged  in  their  make, 

that  the  conjunction  of  grounds  may  not 

feem  to  be  obftruded,  tho'  we  fhould  fee 
but  a  part  of  them. 

Situations  are  various,  and  repre-' 

fented  according  to  the  country  the  painter 

is  thinking  of;  As,  either  open  or  clofe, 

moutt- 
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  k 

agreeable  by  a  good  difpolition  of  the  claro- 
obfcuro,  and  fuch  pleafing  colouring  as  may 
make  one  foil  unite  with  another. 

'T I  s  certain,  that  extraordinary  fituations 

are  very  pleafing,  and  chear  the  imagination 

by  the  novelty  and  beauty  of  their  makes, 

even  when  the  local  colouring  is  but  mode- 

rately performed ;  becaufe,  at  worft,  fuch 

pidures  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  finifliing,  in  order  to  pleafe. 

It  was  only  by  thefe  properties,  that  Claud 

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  wavs  to  make  it  valuable,  and 

even  to  multiply  and  vary  it  without  alter- 

ing its  form,  is  properly  to  imagine  fome 

ingenious  accident  in  it. 

Of  Accidents, 

AN  accident  in  painting  is  an  obftru<9:ioii 

of  the  fun's  light  by  the  interpofition  of 
clouds,  in  fuch  manner,  that  fonje  parts  of 

the 
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the  earth  fhall  be  in  light,  and  others  in 

Ihade,  which,  according  to  the  motion  of 

the  clouds,  fucceed  each  other,  and  pro- 
duce fuch  wonderful  efFe6ts  and  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,  which  are  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  to  do  it.  And  there  have 

been  fome  able  landfkip-painters,  who  have 

never  praftifed  it,  either  thro'  fear  or  cuftorai 
as  Claude  horrain^  and  fome  others. 

Of  the  Sky  mzd  Clouds, 

THEfl^y,  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.  Its 

colour  is  blue,  growing  clearer  as  it  approaches 

the  earth,  becaufe  of  the  interpolition  of  va- 

pours arifing  between  the  eye  and  the  hori- 
zon 5  which,  being  penetrated  by  the  light, 

communicates  it  to  objedls  in  a  greater  or  lefs 

degree,  as  they  are  more  or  lefs  remote. 

But  we  muftobferve,  that  this  light  be- 
ing either  yellow  or  reddifli  in  the  evening, 

at 
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at  fun-fet,  thefe  fame  objedls  partake  not 
only  of  the  light,  but  of  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  greenifli,  as  the 

yellownefs  of  the  light  is  more  or  Icfs  deep. 
This  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  offers ;  for  there  are  very  fine  and 

fingular  effecfts  appearing  in  the  fky,  which 

it  is  difficult  to  make  one  conceive  by  phy- 
fical  reafons.  Who  can  tell,  for  example, 

why  we  fee,  in  the  bright  part  of  fome 
clouds,  a  fine  red,  when  the  fource  of  the 

light  which  plays  upon  them,  is  a  moft 

lively  and  diftinguifhing  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  phieno- 

menon  for  which  the  philofophers  pretend 

to  give  folid  reafons. 

These  effects  are  all  feen  in  the  evening, 

when  the  weather  is  inclining  to  change, 
cither  before  a  florm,  or  after  it,  when  it  is 

not  quite  gone,  but  has  left  fome  remains  of 
it,  to  draw  our  attention. 

The  property  of  clouds  is  to  be  thin  and 

airy,  both  in  ihape  and  colour  :  their  fhapes, 

K  tho' 
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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  refledions  muft  be  fo 

managed,  as,  without  deftroying  their  thin- 

nefs,  they  may  feem  to  wind  and  unite, 

if  necelTary,  with  the  clouds  that  are  next 
to  them.  Little  clouds  often  difcover  a 

little  manner,  and  feldom  have  a  good  efFe<5t, 

unlefs,  when  being  near  each  other,  they 

feem  all  together  to  make  but  one  objedt. 

In  fhort,  the  charadter  of  the  fky  is  to 

be  luminous ;  and,  as  it  is  even  the  fource  of 

light,  every  thing  that  is  upon  the  earth 

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  bc'ies, which  are  fufceptible  of  luminous  reflexions. 

But,  whilft  the  painter  makes  the  fky 

luminous,  he  muft  not  reprefent  it  always 

ftiining  throughout. 
On  the  contrary,  he  muft  contrive  his 

light  fo,  that  the  greateft  part  of  it  may 

fall  only  upon  one  place  5  and,  to  make  it 

more  apparent,  he  muft  take  as  much  care 

as  poffible  to  put  it  in  oppofition  to  fome 
terreflrial  objeA,  that  may  render  it  more 

lively, by  its  dark  colour;  as  a  tree,  tower,  or 

fome  other  building,  that  is  a  little  high. 
This 
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This  principal  light  might  alfo  be 

heightened  by  a  certain  difpofition  of  clouds 

having  a  fuppofed  light,  or  a  light  ingcnioufly 
inclofed  between  clouds,  whofe  fweet  ob- 

fcurity  fpreads  itfelf  by  little  and  little,  on 

all  hands.  We  have  a  great  many  examples 

of  this  in  the  Flemijh  fchool,  which  beft 

underftood  landfkip  j  as  Paul  Bril^  Brugel^ 

Saveri  :  And.  the  Sadelen  and  Merian'^ 
prints  give  a  clear  idea  of  it,  and  wonder- 

fully awaken  the  genius  of  thofe  who  have 

the  principles  of  the  claro-obfcuro» 

Of  Off-Jkifs  and  Mountains. 

OFF-SKIPS  have  a  near  affinity  with 

the  fky  j  it  is  the  fky  which  determines  ei- 
ther the  force  or  faintnefs  of  them  :  They 

are  darkeft  when  the  flcy  is  moft  loaded, 

and  brightefl:  when  it  is  moft  clear.  They 

fometimes  intermix  their  fhapes  and  lights  j 
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  fpe^tator. 

The  difpofition  of  ofF-ikips  is  arbitrary; 
let  them  only  agree  with  the  ivhole  together 

of  the  picture,  and  the  nature  of  the  country 

we  would  reprefent.  They  are  ufually  blue, 
K  2  be- 
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becaufe  of  the  interpofition  of  air  between 

them  and  the  eye :  But  they  lofe  this  colour 

by  degrees,  as  they  come  nearer  the  eye,  and 

fo  take  that  which  is  natural  to  the  pbjed:s. 

In  diftancing  mountains,  we  muft  ob- 

ferve  to  join  them  infenfibly  by  the  roundings 

off\  which  the  reflexions  make  probable  j 

and  muft,  among  other  things,  avoid  a  cer- 

tain edginefs  in  their  extremities,  which 

makes  thdm  appear  in  flices,  as  if  cut  with 

fcifTors,  and  ftuck  upon  the  cloth. 

W  E  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  cnlighten'd,, 
as  well  as  every  thing  elfe  in  the  fame  de- 

gree of  light. 

Tho'  the  forms  of  things  diminifh  in 
bignefs,  and  colours  lofe  their  ftrength,  in 

proportion  as  they  recede  from  the  firft  plan 
of  the  picture,  to  the  moft  remote  off- 

ikip  ;  as  we  obferve  in  nature  and  common 

practice ;  yet  this  does  not  exclude  the  ufe 
of  the  accidents.  Thefe  contribute  greatly 
to  fhe  wonderful  in  landfkip,  when  they  are 
properly  introduced,  and  when  the  artift  has. 

a  juft  idea  of  their  good  elFeXs.  0/ 
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Of  Verdure^  or  Turfing, 

I  CALL  turfing,  the  greennefs  with 

which  the  herbs  colour  the  ground :  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  chajige  of  feafons, 
and  the  colour  of  the  earth,  when  the  herbs 

are  but  thin  fown.  By  this  variety,  a 

painter  may  chufe  or  unite,  in  the  fame 

trad:  ©f  land,  feveral  forts  of  greens  inter- 
mixed and  blended  together,  which  are  often 

of  great  fervice  to  thofe  who  know  how  to 

ufe  them  j  becaufe  this  diverlity  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, 

T  HO  UGH  rocks  have  all  forts  of  {hapes, 

and  participate  of  all  colours,  yet  there  are, 

in  their  diverfity,  certain  characters  which 

cannot  be  well  expreffed  without  having  re- 
xourfc  to  nature.  Some  are  in  banks,  and 

fet  o{F  with  beds  of  fhrubs ;  others  in  huge 

blocks,  either"  projedling  of  falling  back  ; 
others  confift  of  large  broken  parts,  conti- 

K  3  gUOLlS 
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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 

ages  has  worn  away  their  marks  of  feparation. 

But, whatever  their  form  be,  they  are  ufually 
fee  out  with  clefts,  breaks,  hollows,  bufhes, 

mofs,  and  the  ftains  of  time ;  and  thefe  par- 
ticulars, well  managed,  create  a  certain  idea 

of  truth. 

Rocks  are  of  themfelves  gloomy,  and 

only  proper  for  folitudes ;  but,  where  accom- 

panied with  bufhes,  they  infpire  a  frefh  air  j 

and,  when  they  have  waters,  either  pro- 
ceeding from^  or  wafhing  them,  they  give 

an  infinite  pleafure,  and  fecm  to  have  a  foul 

which  animates  them,  and  makes  them  for 
ciable. 

Of  Grounds  or  Lands. 

A  GROUND  or  land,  in  painters  terms, 

is  a  certain  diftindt  piece  of  land,  which  is 

neither  too  woody  nor  hilly.  Grounds  con^ 

tribute,  more  than  any  thing,  to  the  gra- 

dation and  diftancing  of  landlkip ;  becaufe 

they  follow  one  another,  either  in  fhape,  or 

m  the  clarO'obfcuro^  or  in  their  variety  of 
colouring,  or  by  fome  infenfible  conjundion 
of  one  to  another. 

Multiplicity  of  grounds,  though  it 

be  often  contrary  to  grand  manner,  does  not 

quite 



(yLANDSKIP.  135 

quite  deftroy  it ;  for,  bcfides  the  extent  of 

country  which  it  exhibits,  'tis  fufceptible  of the  accidents  we  have  mentioned,  and  which, 

with  good  management,  have  a  fine  effedl. 

There  is  one  nicety  to  be  obferved  in 

grounds,  which  is,  that  in  order  to  cha- 
racterize them  well,  care  muft  be  taken,  that 

the  trees  in  them  have  a  different  verdure 

and  different  colours  from  thofe  grounds ; 

though  this  difference,  withal,  muft  not  be 

too  apparent. 

Of  ̂erraces^ 

A  TERRACE,  in  painting,  is  a  piece 

of  ground,  either  quite  naked,  or  having 

very  little  herbage,  like  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  flones, 

which,  if  placed  with  judgment,  give  a  ter- 
race  a  greater  air  of  probability. 

Of  Buildings, 

PAINTERS  mean  by  buildings  any 

llrudtures  they  generally  reprefent,  but  chiefly 

fuch  as  are  of  a  regular  architedlure,  or  at 

leaft  are  mofl'  confpicuous.  Thus  building 
is  not  fo  proper  a  name  for  the  houfes  of 

K  4  country- 
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country-people,  or  the  cottages  of  fliepherds, 
which  are  introduced  into  the  rural  tafte,  as 
for  regular  and  fhowy  edifices,  which  are 
always  brought  into  the  heroick. 

BuiLpiNGsin  general  are  a  great  orna- 

ment in  landfkip,  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  arc  now  retreats  for  fhepherds  and  owls. 

PoussiN  has  very  elegantly  handled  the 
Roman  manner  of  architedure  in  his  works, 
as  Bourdon  has  done  the  Got  hick  j  which, 
however  Got  hick,  fails  not  to  give  a  fub- 
lime  air  to  his  landfkips.  Little  Bernard 
has  introduced  into  his  facred  ftory,  what  I 
may  call  a  Babylonian  manner  which,  ex- 

traordinary as  it  is,  has  its  grandeur  and  mag- 
nificence. I  would  not  quite  rejeft  fuch 

pieces  of  architedure  j  they  raife  the  ima- 

gination, and  I  am  perfuaded,  they  would 
fucceed  in  the  heroick  flyle,  if  they  were 
placed  among  half-diflant  objeds,  and  if 
we  knew  how  to  ufe  them  properly. 

Of  Waters, 

MUCH  of  the  fpirit  of  landfkip  is  owing 
to  the  waters  which  are  introduced  in  it. 

They  appear  in  divers  manners  5  fometimes 
impetuous, 
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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  ;  at  other 

times  through  unufual  preffure,  gufliing  out 

and  dividing  into  an  infinity  of  filver  ftreams, 

whofe  motion  and  murmuring  agreeably  de- 
ceive both  the  eye  and  ear  j  at  other  times 

<:alm  and  purhng  in  a  fandy  bed ;  at  other 
times  fo  ftill  and  ftanding,  as  to  become  a 

faithful  looking-glafs,  which  doubles  all  the 

objects  that  are  oppofite  to  it ;  and,  in  this 

ftate,  they  have  more  life  than  in  the  moft 

violent  agitation.  Confult  Bourdons  works, 

or  at  leaft  his  prints,  on  this  fubjedt :  he  is 
one  of  thofe  who  have  treated  of  waters 

with  the  greateft  fpirit,  and  beft  genius. 

Waters  are  not  proper  for  every  fitu- 
ation  :  But,  to  exprefs  them  well,  the  artill: 

ought  to  be  perfect  mafter  of  the  exadlnefs 

of  watry  reflexions  j  becaufe  they  only 

make  painted  water  appear  as  real :  For 

practice  alone,  without  exadnefs,  dcftroys 
the  efFe(5t,  and  abates  of  the  pleafurc  of  the 

eye.  The  rule  for  thefe  reflexions  is  very 

eafy,  and  therefore  the  painter  is  the  lefs 

pardonable  for  neglecting  it. 

But  it  muft  be  obferved,  that  tho'  water 
be  as  a  looking-glafs,  yet  it  does  not  faith- 

fully reprefent  objects,  but  when  'tis  ftill 
forjf  it  be  in  any  motion,  either  in  a  natural 
courfe,  or  by  the  dnving  of  the  wind,  its 

furface,  becoming  uneven,  receives,  on  its^ furges, 
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furgcs,  fuch  lights  and  (hades,  as,  mixing 

■with  the  appearance  of  the  objeds,  con- 
found both  their  fhapes  and  colours. 

Of  the  Foreground  of  a  PiSiure, 

AS  it  is  the  part  of  the  foreground  to 
u flier  the  eye  into  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, 

variety  of  well  diftinguifhed  plants,  and  thofe 
fometimes  flowered  ;  at  other  times,  by 
figures  in  a  lively  tafte,  or  other  objedts, 

either  admirable  for  their  novelty,  or  intro- 
duced, as  by  chance. 

I N  a  word,  the  artift  cannot  too  much 

ftudy  his  foreground  objeds,  fince  they  at- 

tract the  eye,  imprefs  the  firft  charader  of 

truth,  and  greatly  contribute  to  make  the 

artifice  of  a  pidure  fuccefsful,  and  to  anti- 

cipate our  erteem  for  the  whole  work. 

I  AM  fcnfible,  that  there  are  very  fine 

landlkips,  with  foregrounds,  appearing  to  be 

well  chofen,  and  carrying  a  great  idea,  but 

which  are,  neverthelefs,  very  flightly  fi- 

nifhed :  I  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  charadter  of  truth  :  But  it 

muft  be  owned  likewife,  that  this  efFed  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 

picture  be  difpofed,  I  would  have  the  artift 

prefcribe  it  as  a  law  to  himfelf,  to  finifli  them 
with  fkill,  and  accurate  workmanfliip. 

Of  Plants. 

PLANTS  are  not  always  neceffary  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 

exadly  after  the  life ;  or,  at  leaft,  among 

fuch  as  we  paint  pradlically,  there  ought  to 
be  fome  more  finifhed  than  the  reft,  and 

whofe  kinds  may  be  diftinguiftied  by  the 

difference  of  defign  and  colouring,  to  the 

end,  that,  by  a  probable  fuppolition,  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  tree^. 

Of  Figures, 

IN  compofing  landfkip,  the  artift  may 

have  intended  to  give  it  a  charader  agreeable 

to  the  fubjeft  he  has  chofen,  and  which  his 

figures  ought  to  reprefent.  He  may  alfo, 

and  it  commonly  happens,  have  only  thought 
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of  his  figures,  after  finifliing  his  landfkip  : 

The  truth  is,  the  figures,  in  moft  landskips, 
are  made  rather  to  accompany  than  to  fuit 
them. 

I  KNOW  there  are  landskips  fo  difpofed 

and  fituated,  as  to  require  only  pafiing  fi- 
gures J  which  feveral  good  mafters,  each  in 

his  ftyle,  have  introduced,  as  Poujtn  in  the 

heroick,  and  Fouquier  in  the  rural,  with  all 

pofiible  probability  and  grace  :  I  know  alfo^ 

that  ref- 'ng  figures  have  been  made  to  appear inwardly  adive.    And  thefe  two  different 

ways  of  treating  figures  are  not  to  be  blamed, 

becaufe  they  ad  equally,  though  in  a  dif- 
ferent manner.    It  is  rather  inadion  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  obftruding  the  painter's 
liberty  in  this  refped,  I  am  perfuaded,  that 

the  beft  way  to  make  figures  valuable  is,  to 

make  them  fo  to  agree  with  the  charader  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  fubjed  to  awaken 

the  fpedator's  attention,,  or  elfe  to  give  the 
pidure  a  name  of  diftindion  among  the 
curious. 

Great  care  mufl  be  taken  to  proportion 

the  fize  of  the  figures  to  the  bignefs  of  the 

trees,  and  other  objeds  of^  the  landskip :  If 

they 
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they  be  too  large,  the  piitture  will  difcover 

a  little  manner ;  and,  if  too  fmall,  they  will 

have  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  figures  too  large, 
than  too  fmall;  becaufe  the  latter  at  leaft 

gives  an  air  of  greatnefs  to  all  the  reft.  But 

a$  landskip  figures  are  generally  fmall,  they 

muft  be  touch'd  with  fpirit,  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 

chiefly  give  life  to  a  landskip,  they  muft  be 

dilperfed  as  conveniently  as  poffible.  . 

Of  Threes, 

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  freftinefs,  but  chiefly  their 

lightnefs,  which  makes  them  feem,  as  being 
cxpofed  to  the  air,  to  be  always  in  motion. 

Though  diverfity  be  pleafiuig  in  all  the 

objed^  of  landskip,  'tis  chiefly  in  trees  that  it 
Ihewsiits  greateft  beauty.  Landskip  confiders 
both  their  kinds,  and  their  forms.  Their  kinds 

require  the  painter's  particular  ftudy  and 
attention,  in  order  to  diftinguifti  them  from 

each  other  j  for  wc  muft  be  able  at  firft  fight 

to  difcover  which  are  oaks,  elms,  firs,  fy- camores, 
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camores,  poplars,  willows,  pines,  and  other 

fuch  trees,  which,  by  a  fpecifick  colour,  or 

touching,  are  diftinguifhable  from  all  other 

kinds.  This  flady  is  too  large  to  be  required 

in  all  its  extent ;  and,  indeed,  few  painters 

have  attained  fuch  a  competent  exadtnefs  in 

it  as  their  art  requires.  But  it  is  evident, 

that  thofe  who  come  neareft  to  perfection  in 

it,  will  make  their  works  infinitely  plealing, 
and  gain  a  great  name. 

Besides  the  variety  which  is  found  in 

each  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 

delight  in  making  fome  very  vigorous  and 

thick,  others  more  dry  and  thin  ;  Tome  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  tirefomc 

to  the  eye,  as  monotony  in  difcourfe  is  to 
the  ear. 

The  variety  of  their  makes  is  fo  great, 

that  the  painter  would  be  inexcufable  not  to 

put  it  in  pradlice  upon  occafion,  efpecially 
when  he  finds  it  neceffary  fo  awaken  the 

fpedtator's  attention  j  for,  among  trees,  we 
difcover  the  young  and  the  old,  the  open 

and  clofe,  tapering  and  fquat,  bending  up- 
wards 
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wards  and  downwards,  ftooping  and  {hoot- 
ing :  In  iliort,  the  variety  is  rather  to  be 

conceived  than  exprelTed.  For  inftance,  the 
charader  of  young  trees  is,  to  have  long 
flender  branches,  few  in  number,  but  well 

fetout;  boughs  well  divided,  and  the  foliage 
vigorous  and  well  {haped  :  Whereas  in  old 

trees,  the  branches  are  fhort,  ftocky,  thick, 
and  numerous ;  the  tufts  blunt,  and  the 

foliage  unequal  and  ill  fhaped  :  But  a  little 

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

In  the  various  makes  of  trees,  there  muft 
alfo  be  a  diftribution  of  branches,  that  has  a 
juft  relation  to,  and  probable  connexion  with, 
the  boughs  or  tufts,  fo  as  mutually  to  aiSift 
each  other  in  giving  the  tree  an  appearance 
of  thicknefs  and  of  truth.  But,  whatever 
their  natures  or  manners  of  branching  be. 
Jet  it  be  remembred,  that  the  handling  muft 
be  lively  and  thin,  in  order  to  preferve  the 
fpirit  of  their  characters. 

Trees  likewife  vary  in  their  barks, 
which  are  commonly  grey ;  but  this  grey, 
which  in  thick  air,  and  low  and  marfhy 
places,  looks  blackifh,  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  j  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. The 
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The  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  old, 
thefe  chaps  grow  more  deep.  Any  other 

•  accidents  in  barks  may  arife  either  from 
moifture,  or  drinefs,  or  green  moffes,  or 
white  ftains  of  feveral  trees. 

The  barks  of  white  woods  will  alfo  af- 

ford much  matter  for  practice,  if  their  di- 

verfity  be  duly  ftudied  :  And  this  con- 

lideration  leads  me  to  fay  fomething  of  the 

ftudy  of  landlkip,  which  I  will  do  accord- 

ing to  my  own  notion  of  it,  without  pre- 

tending to  prefcribe  my  fcntiments  to  others. 

Of  the  Study  of  Landfkip. 

THE  ftudy  of  landfl^ip  may  be  confidered 

either  with  refpedl  to  beginners,  or  to  thofe 
who  have  made  fome  advances  in  it. 

Beginners  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  greatcfl  ornament.  But  it  is  only  pro- 

pofed  here,  to  give  beginners  an  idea  of 
trees  in  general,  and  to  flievv  them  how  to 

^xprefs  them  well.  It  would  be  needlefs  to 

point  out  to  them  the  common  effedts  of  trees 

and 
5 
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and  plants,  becaufe  they  are  obvious  to  every 

one,  yet  there  are  fome  things,  which,  tho* not  unknown,  deferve  our  refledion.  We 

know,  for  inftance,  that  all  trees  require  air, 
fonae  more,  fome  lefs,  as  the  chief  caufe  of 

their  vegetation  and  productions ;  arid  fdr  this 

reafon  all  trees  (except  the  cyprefs,  and 

fome  others  of  the  fame  kind)  feparate  in 

their  growth  from  one  another,  and  from 

other  ftrange  bodies  as  much  as  poffible,  and 

their  branches  and  foliage  do  the  fame  : 

Wherefore,  to  give  them  that  air  and  thin- 

nefs,  which  is  their  principal  charafter,  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  j  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  maftcrs :  a  little  re*- 
fle(ftion  on  nature  will  be  of  more  fervice 

than  all  I  can  fay  on  this  head.  By  great 

maflers,  I  mean,  fuch  as  have  pubhfhed 

prints;  for  thofe  will  give  better  ideas  to 

young  copyifts,  than  even  the  paintings 
themfclves. 

Among  the  many  great  ma^ters  of  all 

fchools,  I  prefer  7zV/^7z's  wooden  prints,  where 
the  trees  are  well-fliaped  ;  and  thofe  which 

Cornelius  Cort^  and  Jgojiino  Cafracche,  have 

L  engraved. 
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engraved.  And  I  fay  again,  that  beginners  caQ 

do  no  better  than  contract,  above  all  things, 

an  habit  of  imitating  the  touches  of  thefe 

great  mafters,  and  of  confidering,  at  the  fame 

time,  the  perfpedlive  of  the  branches  and 

foliages,  and  obferving  how  they  appear, 

either  when  rifing,  and  fecn  from  below  or 

when  finking,  and  feen  from  above  ;  or 

when  fronting,  and  viewed  from  a  point  j  or 

when  they  appear  in  profile  ;  and,  in  a  word, 
when  fet  in  the  various  views  which  nature 

prefents  them  in,  without  altering  their 
charadters. 

After  having  ftudied  and  copied,  with 

the  pen  or  crayon,  firfi:  the  prints,  and  then 

the  defigns,  of  Titian  and  Carraccke,  the  fi:u- 
dent  fhould  imitate  with  the  pencil  thofe 

touches  which  they  have  moft  diftin(5lly 

got  which  have  a  good  character  for  their 

touching  ;  as  thofe  of  Fouquier^  who  is  a 

moft  excellent  model  :  Paul  Bril,  Breugel^ 

and  Bourdon^  are  alfo  very  good  j  their 

touching  is  neat,  lively,  and  thin. 

After  having  duly  weighed  the  nature 

of  trees,  their  fprcad  and  order,  and  the 

difpofition  of  their  branches,  the  artift  mull 

get  a  lively  idea  of  them,  in  order  to  keep 

up  the  fpirit  of  them  throughout,  either  by 

making  them  apparent  and  diftbd  in  the 
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fore-gFGLinds,  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  an4 

rectify  it,  according  to  the  idea  which  the 

aforefaid  great  mafters  had  of  it.  As  to 

perfection,  it  can  only  be  expeded  fron^ 

long  practice  and  perfeverance.  This,  me- 
thinks,  is  what  concerns  thofe,  who,  having 

m  inclination  for  landfkip,  would  take  the 

proper  methods  for  beginning  it  well. 
A  s  for  thoie  who  have  made  fome  ad  ̂ 

yances  in  this  part  of  painting,  it  is  pro- 

per they  fhould  colle<5t  the  necefTary  ma- 
terials for  their  further  improvement,  and 

lludy  thofe  objects  at  leaft,  which  they 

ihall  have  moft  frequent  occafion  to  re- 

prefent. 
Painters  ufually comprife,  under  the 

word  Jii^dyj  any  thing  whatever,  which 

th^y  either  defign  or  paint  feparately,  after 

the  life  whether  figures,  heads,  feet,  hands, 

draperies,  animals,  mountains,  trees,  plants, 
flowers,  fruits,  or  whatever  may  confirm 

them  in  the  juft  imitation  of  nature  :  The 

drawing  of  thefe  things,  I  fay,  is  what  they 

call  /iudy  ;  whether  they  be  for  inftruttiofi 

in  dsfign,  or  only  to  affure  them  of  the 

truth,  and  to  perfed:  their  work.  Be  it  as  it 

will,  this  word  Jludy  is  x\ie  more  properly 

ufed  by  painters,  as  in  the  diverlity  of 
L  2  n^ature 
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nature  they  are  daily  making  new  difcoverles, 

and  confirming  themfelves  in  what  they  al- 

ready know. 

A  s  the  landfkip-painter  need  only  ftudy 

fuch  objecfls  as  are  to  be  met  with  in  the 

country,  I  would  recommend  to  him  fomc 

order,  that  his  drawings  may  be  always  at 
hand  when  he  wants  them.  I  could  wifh, 

for  inftance,  that  he  copied  after  nature,  on 

feparate  papers,  the  different  effeifis  of  trees 

in  general,  and  the  different  effed: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  WOULD  have  him  likewife  ffudy  the 

effedts  of  the  fky  in  the  feveral  times  of  the 

day,  and  feafons  of  the  year,  in  the  various 

difpofitions  of  clouds,  both  in  fercne,  thun- 

dering, and  ftormy  weather.  And  in  the 

off-skip,  the  feveral  forts  of  rocks,  waters, 

and  other  principal  objedts. 

These  drawings,  which  may  be  made  at 

times,  fhould  be  collected  together  3  and  all 

that  relate  to  one  matter,  be  put  into  a  book, 

to  which  the  artift  may  have  recourfe  at  any 
time  for  what  he  wants. 

Now,  if  the  fine  effeds  of  nature,  whe- 

ther in  fliape  or  colour,  whether  for  an  intirc 

pidure,  or  a  part  of  one,  be  the  artift's 
ftudy,  and  if  the  difficulty  lies  in  chufing 

thof# 
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thofe  efFeds  well,  he  muft  for  this  purpofe 

be  born  with  good  fenfe,  good  tafle,  and  a 

fine  genius  ;  and  this  genius  muft  be  c
ulti- 

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  charadler.  With 
 thefe 

advantages,  derived  from  nature,  and  per- 

feded  by  art,  the  painter  can't  fail  
to  make 

a  good  choice  ;  and,  by  diftinguifliing  be-
 

tween the  good  and  the  bad,  muft  needs 

find  great  inftru<ttion,  even  from  the  moft 

common  things. 

To  improve  themfelves  in  this  kind  of
  ■ 

ftudies,  painters  have  taken  feveral  metho
ds: 

.And,  I  believe,  it  will  not  be  here  imper-
 

tinent to  mention  thofe  I  have  feen  pradlifed, 

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  finiflied  thofe  parts^ 

•which  they  had  chofen,  but  without  adding 

any  colour  to  them. 

Others  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- 

L  3  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  par* 

ticularly,  and  with  greater  exa<^nefs,  efpc- 

cially  if,  after  the  work  be  dry  and  varnifli'd, 
the  artift  return  to  the  place  where  he  drew, 

and  retouch  the  principal  things  after  nature. 

Others  have  only  drawn  the  out-lin6s  of 

objeds,  and  flighrly  w^aft'd  them  in  colour^ 
iieaf  the  life,  for  the  eafe  of  their  memory. 

Others  have  attentively  obferved  fuch  parts 
as  they  had  a  mind  to  retain,  and  contented 

themfelves  with  committing  them  to  their 

memory,  which  upon  occafion  gave  th^iii 
k  faithful  account  of  them.  Others  feave 

fhade  draivings  in  paftil  and  wafh  togfette. 

Others,  with  more  curioficy  and  patiehcfe^ 

iiave  gone  feveral  times  to  the  places  whick 

'Were  to  their  tafte  :  The  firft  time  they 
only  made  choice  of  the  parts,  and  drev/ 

'them  corredly  ;  and  the  other  times  Were 
^pent  in  obferving  the  variety  of  colouring, 
and  its  alterations  through  change  of  light. 
Now  thefe  feveral  methods  are  very 

^ood,  and  each  may  be  pradtifed  as  beft 
fuits  the  fludent  and  his  temper  :  But  they 

i'equire  the  neceflaries  of  painting,  ascdbufs, 
pencils,  paftils,  andleifure.  Nature,  hhv^ 

ever,  at  certain  times,  prefents  extraordina^-y, 
feut  tranfient  beauties,  and  fuch  as  can  ht  'dc 
Tjo  fervice  to  the  artfft,  who  has  noft  as  iftiuch 

time  as  is  lieceflkry  to  imitate  *what4i6 -ad- 
mires. 
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ffiires.  The  beft:  way,  I  think,  to  make 

advantage  of  fuch  momentary  ccjafions,  is 
this : 

The  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  charadters,  which  he  may 

explain  at  the  bottom  of  the  paper,  as  far  as 

isneceffary  for  himfelf  to  underftand  them; 

A  cloud,  for  inftance,  may  be  mark'd  4# 
another  cloud  B,  a  light  C,  a  mountain  i>, 

a  terrace  £,  and  fo  on.    And  having  re- 

peated thefe  letters  at  the  bottom  of  the 

paper,  let  him  write  againft  each,  th
at  'tis 

o£  fuch  or  fuch  a  colour  ;  or  for  greater  bre- 

vity, only  l^ke,  red,  wolet,  grey,  &c.  or 

any  other  fhorter  abbreviation.    After  this 

lie  muft  go  to  painting  as  foon  as  poffible  j 

X)therwife  moft  of  what  he  has  obferved  wiH, 

in  a  little  time,  flip  out  of  his  memory. 

This  method  is  the  more  ufeful,  as  it  rnot 

only  prevents  our  lofmg  an  infinity  of  iud* 

den  and  tranfitory  beauties,  but  alfo  helps, 

by  means  of  the  aforefaid  marks  and  cha- 

raders,  to  perfed  the  other  methods  I  have 
mentioned. 

If  it  be  afk'd,  Which  is  the  propereft 

tjme  for  thefe  ftudies  ?  I  anfwer,  that  na- 

ture (hauld  be  ftudied  at  all  times,  becauf§ 

fy§  is  to  be  reprefented  at  all  feafons  
;  but 

4  autumn 
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autumn  yields  the  moft  plentiful  harveft  for 

her  fine  effeds  :  themildnefs  of  that  feafon, 
the  beauty  of  the  fky,  the  richnefs  of  the 

earth,  and  the  variety  of  objedls,  are  power- 
ful inducements  with  the  painter,  to  make 

the  proper  inquiries  for  improving  his  genius, 
and  perfed:ing  his  art. 

B  u  T  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.  Raphael  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- 

figncd  them  on  the  fpot :  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- 
feffions.  The  landfkip-painter  may  accord- 

ingly make  ufe  of  the  works  of  all  thofe 

who  have  excelled  in  any  kind,  in  order  to 
acquire  a  good  manner  j  like  the  bees, 
which  gather  their  variety  of  honey  from flowers, 

Genercfl 
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General  Remarks    L  a  n  d  s  k  i  p. 

AS  the  general  rules  of  paintin
g  are  the 

bafis  of  all  the  feveral  kinds  of  it,  we 

muft  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.  Lands  KIP  fuppofcs  the  knowledge 

and  practice  of  the  principal  rules  in  per^ 

JpeBive^  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  nourishes  them : 

and  the  upper  branches  begin  firft  to  take 

-the  rednefs  or  yellownefs  which  colours  them 

in  autumn.  But  'tis  otherwife  in  plants-, 
for  their  Itocks  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  flock  as  it  rifes,  does  by  de- 

grees defert  the  under  ones ;  which,  having 

iirft  performed  their  office,  are  the  firft  that 

ilie :  But  this  efFed:  is  more  vifible  in  fome 

Jthan  others. 

*  3.  Th  E  under  parts  of  all  leaves  are  of  a 
.  brighter  green  than  the  upper,  and  almoft always 
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always  incline  to  the  filverifh  j  and  thofc 
which  are  wind-fliaken  are  known  Uom 
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.  Th  E  R  E  are  five  principal  things  which 
give  fpirit  to  landfkip,  to  wit,  figures,  ani- 

mals, waters,  wind-fhaken  trees,  and  thin« 
nefs  of  pencilling  j  to  which  add  fmoke, 

when  there's  occafion  to  introduce  it. 
HEN  one  colour  predominates 

throughout  a  landskip,  as  one  green  in 

fpring,  or  one  red  in  autumn,  the  piece 
will  look  either  as  of  one  colour,  or 

elfe  as  unfinifti'd.  I  have  feen  many  of 
Bourdons  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  mufl  endeavour  to  corred,  and, 

as  they  fay,  redeem  the  harfh  unfightly 
colouring  of  winter  and  fpring  by  means  of 
figures,  waters,  and  buildings ;  for  fummer 
and  autumn  fubjedis  are  of  ̂ hemfelvcs  ca- 

pable of  great  variety. 

6.  Titian  and  Carrncche  are  the  'bcil 
ynodels  for  infpiring  good  taftc,  and  leading 

the  painter  into  a  good  track,  with  regard 
to  forms  and  colours.  He  muii  nfe  all  iiis 

efforts  to  gain  a  Juft  jdpa  pf  the  prindple$ 
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\^hich  thofe  great  men  have  left  us  in  their 

works;  and  to  have  his  imagination  filled 

with  them,  if  he  would  advance  by  degrees 

towards  that  perfedion,  which  the  artift 

fhould  always  have  in  view. 

7.  The  kndlkips  of  thcfe  two  mafters 

teach  us  a  great  oiany  things,  of  which  dif- 
cburfe  can  give  us  no  exad  idea,  nor  any 

general  principle.  Which  way,  for  example, 

can  the  meafures  of  trees  in  general  be  deter- 

mined, as  we  determine  thofe  of  the  human 

body  ?  The  tree  has  no  fettled  proportions ; 
moil  of  its  beauty  lies  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  which  the 

painter  becomes  a  judge,  when  he  has  tho- 
roughly relifhed  the  works  of  die  two 

malters  aforefaid.    But,  I  muft  fay,  in  T/- 

piafi\  ̂ raife,  that  the  path  he  ftruck  out  is 
the  fureft  j  becaufe  he  has  exa^Bly  imitated 

nature  in  its  variety  with  an  exquifite  tafte> 

and  fine  colouring  :  Whttcds  Carracche^  #10* 

afn  aMe  artift,  "has  not,  more  than  others, 
Tijeen  ■fi«e  from  manner  in  his  landikip. 

Oiff  E  of  the  greateft  perfe^Sions  of 

knd^kip^  i*n  the  variety  it  reprefente,  is  a 

faafohfiitl  imitation  of  each  (particular  ciia- 

•ra<ftert  As  its  greatdfi:  fault  is,  a  licentious 

|jra(aice,  whi<:^h  brings  m  to  do  things  by 

9a  Among 
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<).  Among  thofe  things  which  arc  painted 

pradically,  we  ought  to  intermix  fome  done 

after  nature,  to  induce  the  fpeftator  to  be- 
lieve, that  all  are  fo. 

10.  As  there  are  ilyles  of  thought,  fo 

there  are  alfo  ftyles  of  execution.  I  have 

handled  the  two  relating  to  thought,  to  wit, 
the  heroick  and  paftoralj  and  find  that 

there  are  two  alfo  with  regard  to  execution, 

to  wit,  the  firm  flyle,  and  the  poliflied  ; 

thefe  two  concern  the  pencil,  and  the  more 

or  lefs  ingenious  way  of  conduding  it.  The 

firm  ftyle  gives  life  to  work,  and  excufes  for 

bad  choice;  and  the  polifhed  finifhes  and 

brightens  every  thing ;  it  leaves  no  employ- 

ment for  the  fpedator's  imagination,  which 
pleafes  itfelf  in  difcovcring  and  finifhing 

things  which  it  afcribes  to  the  artift,  though, 

in  fad,  they  proceed  only  from  itfelf. 

The  polifhed  ftyle  degenerates  into  the  foft 

and  dull,  if  not  fupported  by  a  good  open- 
ing or  fituation  ;  but  when  thofe  two  cha- 

raders  meet,  the  pidture  is  fine. 

.  II.  Having  thus  taken  a  furvey  of  the 

principal  parts  of  landlkip,  having  fpoken  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  defedive,  wifh  mc 

tp  fay  fomething  of  the  pradice  and  ufe  of 

cplours.   But  as  every  man  has  his  own 

particular 
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particular  pradice,  and  the  ufe  of  c
olours 

comprehends  a  part  of  the  fecrets  in  painting ; 

we  muft  expe.6t  a  minute  account  of  theni 

only  from  the  friendfhip  and  converfation  of 

the  ableft  painters,  and  join  their  opinions  to 

our  own  experience. 

OF 
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O  F 

PORTRAITURE. 

F  painting  be  an  imitation  of  nature,  'tis 
doubly  fo  in  a  portrait  5  which  not  only 

reprefents  a  man  in  general,  but  fuch  an  one 

as  may  be  diftinguiflied  from  all  others. 

And  as  the  greateft  perfedion  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  necelTary,  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. 

I. 

Imitation  is  the  elTence  of  painting, 
and  good  choice  is  to  this  elTence  what  the 
Tir^ues  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. 
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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  depends  upon  turn- 

ing it  well,  and  taking  it  in  the  favourable 
moment. 

III. 

There  is  not  a  ftngle  perfon  in  the  world 

who  has  not  a  peculiar  charader,  both  in 

body  and  face, 
IV. 

SiMFLE  and  genuine  nature  is  more  pro- 

per for  imitation,  and  is  a  better  choice,  than 

nature  much  formed,  and  embellifhed  too 

artificially. 
V. 

To  adorn  nature  too  much  is  doing  it  a 

violence;  and  the  adtion  which  attends  it 

can  never  be  free,  when  its  ornaments  are 

not  eafy.  In  fliort,  in  proportion  as  we 

itdorn  nature,  we  make  it  degenerate  from 

itfelf,  and  bring  it  down  to  art. 
VI. 

Some  means  are  more  advantageous  than 

others,  to  come  to  the  fame  end. VII. 

We  muft  not  only  imitate  what  we  do 

fee  in  nature,  but  alfo  what  we  maypoflibly 

fee,  that  is  advantageous  in  art. 

VlII. 
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Things  are  valuable  by  comparifon  j 

and  it  is  only  by  this  we  are  enabled  to  make 

a  right  judgment  of  them, IX. 

Painters  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 I  s  very  difficult  to  make  a  pidure,  the 
figures  of  which  are  as  big  as  the  life,  to 
have  its  effed:  near,  as  at  a  diftance.  A 

learned  pidlure  pleafes  the  ignorant  only 

when  it  is  at  fome  diftance  5  but  judges  will 
admire  its  artifice  near,  and  its  effedt  at  a 
diftance. 

XI. 

Knowledge  makes  work  pleafant  and 

cafy.  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. 
XII. 

'Tis  proper,  before  we  begin  a  work,  to 
meditate  upon  it,  and  to  make  a  nice  co- 
ipur  d  fketch  of  it,  for  our  own  fatisfadion, 

and  an  help  to  the  memory. 
We  cannot  too  much  refled  on  thefe 

propofitions  j  and  it  is  neceflary  to  be  fo 

well  acquainted  with  them,  that  they  may 

prefenc 
4 
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prefent  themfelves  to  our  mind,  of  their 

own  accord,  without  our  being  at  the  trou- 

ble to  recal  them  to  out  iiiemory,  when  we 
are  at  work. 

ThiIre  are  foui*  things  neceffary  to  make 
a  portrait  perfed:^  air,  colouring,  attitude^ 
and  drefs. 

I.  Of  Aln 

THE  air  refpedls  the  lines  of  the  face^ 

the  head-attire,  and  the  fize. 

The  lines  of  the  face  depend  upon exad* 

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  exadnefs  of  defign  in  portraits, 

that  gives  fpirit  and  true  air,  fo  much  as  tht 

agreement  of  the  parts  at  the  very  moment 

when  the  difpofition  and  temperament  of  the 

fitter  are  to  be  hit  off.  We  fee  feveral  por- 

traits, which,  though  corredly  defigned, 

have  a  cold,  languishing,  and  ftupid  air ; 

whilft  others,  lefs  corredt  in  defign,  ftrifce 

us  however,  at  firft  fight,  with  the  fitter's chara(5ler. 

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 

cheeks  lank  ̂   by  which  means  their  work 
M  ha$ 
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has  a  falfe  air,  and  looks  unnatural.  Wc 

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  a  melancholy  air  thefe 

parts  have  a  contrary  efFedl. 

The  eyebrows,  being  raifed,  give  a  grave 

and  noble  air  j  but  if  arch'd,  an  air  of  aftc- 
mfhment. 

O  F  all  the  parts  of  the  face,  that  which 

contributes  moft  to  likenefs  is  the  nofe  j  'tis 
therefore  of  great  moment  to  fet  and  draw  it 
well. 

Though  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  moft  accu domed  to,  creates  fuch  a  like- 

nefs, that  we  fcarce  know  a  familiar  ac- 

quaintance on  his  putting  on  a  periwig  fome- 
what  different  from  that  which  he  ufed  to 

wear.  'Tis  neceffary,  therefore,  as  far  as 
poffible,  to  take  the  air  of  the  head- orna- 

ment, 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  j  'tis  therefore  ex« 
tremely  proper  to  draw  the  fize  after  the 
fitter  himfelf^  and  in  fuch  an  attitude  as  we 

think 
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think  fit  ;  which  was  Vandykes  method. 

Here  let  us  remark,  that,  in  fitting,  the 

perfon  appears  to  be  of  a  lefs  free  make, 

through  the  heaving  of  his  {houlders ;  where- 

fore, to  adjuft  his  fize,  'tis  proper  to  make 
him  ftand  for  a  fmall  time,  fwayiiig  in  the 

pofture  we  would  give  him,  and  then  make 

our  obfervation.  But  here  occurs  a  difficulty, 
which  I  (hall  endeavour  to  examine  : 

Whether  'tis  proper^  in  Portraiture^  to  cor- 
real the  DeJeBs  of  Nature, 

LIKENESS  being  the  eflence  of  por- 
traiture, it  would  feem,  that  we  ought  to 

imitate  defed:s  as  well  as  beauties,  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  not  much  approve  of  thofe 
painters  who  entertain  fuch  ientiments,  and 

put  them  in  practice.  I  have  known  ladieS 

frankly  own,  that  they  had  no  value  for  a 

fainter  who  made  a  ftrong  likenefs ;  and 

that  they  had  rather  their  pictures  had  much 

lefs  refemblance,  and  more  beauty.  It  is 

certain,  that  fome  complaifance,  in  this 

refpe(^l:,  is  due  to  them  ;  and  I  queftion  not, 

btit  their  pictures  may  be  made  to  refemble, 

without  difpleafing  them  ;  for  the  efFedual 

likenefs  is  a  juft  agreement  of  the  parts  that 
■  M  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 

pidture  is  before  us.  This  being  laid  down, 

I  fay,  that  ail  deformities,  when  the  air  and 

temper  may  be  difcovered  without  them, 

ought  to  be  either  corrected  or  omitted  in 

womens  and  young  mens  portraits.  A  nofe 

fomewhat  awry  may  be  help'd,  or  a  fhriveled 
neck,  or  high  fhoulders,  adapted  to  good 

air,  without  going  from  one  extreme  to 

another  :  But  this  muft  be  done  with  great 

difcretion  j  for  by  endeavouring  to  corredt 

nature  too  much,  we  infenfibly  fall  into  a 

method  of  giving  a  general  air  to  all  our  por- 

traits J  juft  as,  by  confining  ourfelves  too  much 
to  the  defeats  and  littlenefs  of  nature,  we  are 

in  danger  of  falling  into  the  low  and  taftelefs 
manner, 

B  u  T  in  the  faces  of  heroes,  and  men  of 

rank,  diftinguiflied  either  by  dignities,  vir- 
tues, or  great  qualities,  we  cannot  be  too 

exadl,  whether  the  parts  be  beautiful  or 

not :  for  portraits  of  fuch  perfons  are  to  be 

flanding  monuments  to  pofterity ;  in  which 

cafe,  every  thing  in  a  pidure  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. 

a.  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 

^flential  to  likenefs,  it  ought  to  be  handled  as 

exactly  as  thedefign.  This  part  is  the  more 

valuable,  as  'tis  rare  and  difficult  to  hit.  A 

great  many  painters  have  come  to  a  likenefs 

by  ftrokes  and  outlines  but,  certainly,  they 

are  few,  who  have  fliewn  in  colours  the 

tempers  of  perfons. 

Two  points  are  neceffary  in  colouring ; 

exadnefs  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  thefc 

tints  confifts  in  knowing  what  one  colour 

will  produce  when  fet  by  another,  and  in 

making  good  what  either  diftance  or  t
ime 

may  abate  of  the  glow  and  frefhnefs  of  the 
colours. 

A  PAINTER  who  does  nothing  more 

than  what  be  fees,  will  never  arrive  at  a 

perfed  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, 

M  3  an4 
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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  eifed  in  the  place 
where  'tis  to  hang,  both  the  colours  and 
lights  mufl  be  a  little  loaded,  but  learnedly, 
and  with  difcretion.  In  this  point  con fu It 
Titian,  Rubens,  Vandyke,  and  Rembranfs 
methods  j  for,  indeed,  their  art  is  won- derful. 

The  tints  ufually  require  three  times  of 

obfervation.  The  firft  is,  at  the  perfon 's  firft 
fitting  down,  when  he  has  more  fpirit  and 
colour  than  ordinary  ;  and  this  is  to  be  noted 
in  the  firfl  hour  of  his  fitting.  The  fecond 
is,  when,  being  compofed,  his  look  is  as 
ufual ;  which  is  to  be  obferved  in  the  fecond 
hour.  And  the  third  is,  when,  through 
tirefomenefs  by  fitting  in  one  pofture,  his 
colour  alters  to  what  wearinefs  ufually 
creates.  On  which  account,  'tis  beft  to 
keep  to  the  fitter's  ufual  tint  a  little  im- 

proved. He  may  alfo  rife,  and  take  fomc 
turns  about  the  room,  to  gain  frefli  fpirits, 
and  fhake  off  or  prevent  tirefomenefs. 

In  draperies,  all  forts  of  colours  do  not 

fuit  all  forts  of  perfons.  In  mens  portraits, 
we  need  only  obferve  great  truth,  and  great 
force ;  but,  in  womens,  there  muft  alfo  ibe 
charms ;  whatever  beauty  they  have,  mull 
appear  in  a  fine  light,  and  their  blemifhes 
muft  by  fome  means  or  other  be  foftened^ 
For  this  reafon,  a  white,  lively,  and  briglht 

tint, 
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tint,  ought  never  to  be  fet  off  by  a  fine  yel- 

low, which  would  make  it  look  like  plafter, 

but  rather  by  colours  inclining  to  green,- 

blue,  or  grey,  or  fuch  others  as,  by  their 

oppofition,  may  make  the  tint  appear  more 

flefhy  than  ufual  in  fair  women.  V andyke 

often  made  a  fillemot-colour  d  curtain  for 

his  ground  j  but  that  colour  is  foft  and 

brown.    Brown  women,  on  the  other  hand, 

who  have  yellow  enough  in  their  tints  to 

•fupport  the*^chara6ler  of  flefhinefs,  may  very 
well  have  yellowifh  draperies,  in  order  to 

bring  down  the  yellow  of  their  tints,  and 
make  them  look  thefrefherj  and,  near  very 

high-colour  d  and  lively  carnations,  linen  does 
wonders. 

I  N  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  refpeft  to  the  head.  The 

tone  rnuft  be  always  different  from  the  mafs 

it  fupports,  and  of  which  it  is  the  ground, 

that  the  objects  coming  upon  it  may  not 

feem  tranfparent,  but  folid  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  help'd  by  means  of  a 

curtain,  or  fome  accident  of  the  claro- 

obfcuro,  fuppofed  to  be  behind,  or  unlefs 

the  ground  is  a  fky. 

M4  We 
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We  muft  further  obferve,  that  where  a 

ground  is  neither  curtain  nor  landfkip,  or 
fuch-like,  but  is  plain  and  like  a  wall,  it  ought 

to  be^  very  much  party-colour'd,  with  al- 

mofl:  imperceptible  patches  or  ftains'i  for, befides  its  being  fo  in  nature,  the  pidlure  will 
look  the  more  grand. 

3.  Of  Attitude,  or  Pofture, 

ATTITUDES  ought  to  fuit  the  ages 
and  qualities  of  perfons,  and  their  tempers. 
In  old  men  and  women  they  fhould  be  grave, 
majeftick,  and  fometimes  bold  :  And  gene- 

rally in  women,  they  ought  to  have  a  noble 

fimplicity,  and  modefl:  chear'fulnefs  j  for modefty  ought  to  be  the  charader  of  wo~ 
men  ;  a  charm  infinitely  beyond  coquetry  ! 
and  indeed  coquets  themfelves  care  not  to 
be  painted  fuch. 

Attitudes  are  of  two  kinds  ;  one  in 
motion,  the  other  at  reft.  Thofe  at  reft: 

may  fuit  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;  imotion,  in  painting,  being  never 
better  exprefted  than  by  fuch  agitations.  The 
attitudes  at  reft  muft  not  appear  fo  much  at 
reft,  as  to  feem  to  reprefent  an  inactive  per- 

fon, and  one  who  fits  for  no  other  purpofe 
but  to  be  a  copy.    And  though  the  figure that 
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that  is  reprefented  be  at  reft,  yet  the  painter, 

if  he  thinks  fit,  may  give  it  a  flying  drapery, 

provided  the  fcene  or  ground  be  not  a  cham- 
ber, or  clofe  place. 

I  T  is  above  all  things  neceflary,  that  the 

figures  which  are  not  employed,  fliould  ap- 

pear to  fatisfy  the  fpedtator's  curiofity ;  and 
for  this  purpofe  fhew  themfelves  in  fuch  an 

action  as  fuits  their  tempers  and  conditions, 

as  if  they  would  inform  him  what  they 

really  were  :  and  as  moft  people  pretend  to 

fmcerity,  honefty,  and  greatnefs  of  mind, 

we  muft  avoid,  in  attitudes,  all  manner  of 

afFedation;  every  thing  there  muft  appear 

eafy  and  natural,  and  difcover  more  or  lefs 

fpirit,  noblenefs,  and  majefty,  in  proportion 

to  the  perfon's  charadcr  and  dignity.  In 

fhort,  the  portraits,  in  this  fort  of  attitudes, 

muft  Teem  to  fpeak  to  us  of  themfelves,  and, 

as  it  were,  to  fay  to  us  - —  Stop,  take  notice 

of  me :  I  am  that  invincible  king,  fiirrounded 

with  majejiy  — —  /  am  that  valiant  com^ 

mander  who  ftruck  terror  every -whe re or 

who,  by  my  good  condu5i,  have  had  fuch  gh- 

rious  JucceJT  /  am  that  great ̂   minifter, 

who  knew  all  the  fpritjgs  of  politicks  / 

am  that  magijirate  of  consummate  wifdom  and 

probity  ■  /  am  that  man  of  letters  who  is 

abforbed  in  the  fciences  /  am  that  wife 

and  fe date  perfon,  whom  the  love  of  philofophy 

has  raifed  above  defires  and  ambition   •  / 

•  am  that  pious ̂   learned^  and  vigilant  pre- 
late 
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late  lam  that  proteBor  of  the  fine  arts, 
and  lover  of  virtue  I  am  that  famous 
artifan,  who  was  fo  fingular  in  his  profeffion^ 
&c.  And,  in  women,  the  language  ought  to 
be   ̂   I  am  the  wife  princefs,  whofe  grand 
air  infpiresrefpeB  and  confidence  .  I  am 
that  highfpirited  lady,  whofe  noble  manners 
command  efieem,  &c.  lam  that  virtuous, 
courteous,  and  modeji  lady,  &cc.  /  am 
that  chearful  lady,  who  delight  in  fmiles 
and  joy, ̂  &c.  And  fo  of  others.  In  a  word, 
the  attitudes  are  the  language  of  portraits, 
and  the  fkilful  painter  ought  to  give  great attention  to  them. 

But  the  beft  attitudes,  in  my  opinion, 
are  fuch  as  induce  the  fpedator  to  think, 
that  the  fitter  took  a  favourable  opportunity 
of  being  feen  to  advantage,  and  without 
affedation.  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 
nrioft  beautiful,  in  a  fmiling,  or  in  a  ferious 
air,  and  condudt  ourfelves  accordingly.  Let 
us  now  proceed  to  the  next  article. 

4.  Of  Drefs. 

B  Y  the  word  drefs  I  underftand  the 
drapery  which  eloathes  a  perfon  painted,  and 

the 
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jhe  manner  in  which  it  is  fitted.  Every 

prfon  muft  be  cloathed  according  to  his 

quality  i  and,  in  painting,  it  is  only  the 

drefs  that  can  make  a  diftinftion  of  perfons : 

But,  befides  keeping  to  the  rank  and  quaUty 

of  the  perfon  who  is  drawn,  his  drapery 
muft  alfo  be  well  chofen,  and  well  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,  theartift 

muft  feek  his  pleafure  in  imitating  what  they 
would  have  done. 

Variety  of  ftufFs  gives  a  v/ork  the 

charader  of  truth  j  but  imaginary  draperies 

deftroy  it.  At  this  time,  moft  portraits  are 

drapered  in  a  very  odd  manner  j  but  whether 

this  is  .  proper,  we  ftiall  here  endeavour  to 

pxamine. 

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  drawn  ; 

whereas  the  drefles,  that  are  made  after  the, 

painter's  fancy,  always  ftand  :  that  wo- 
piens  habits  have  ridiculous  fteeves,  which 

keep  their  arms  locked  up,  in  a  manner  that 

IB  very  ftiff,  and  neither  favourable,  to  nature 

nor  painting;  and  that  the  cuftom  which 

jias  prevailed,  by  little  and  httle,  of  paipfi- 
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ing  draperies  in  this  manner,  ought  to  be  no 

more  followed  in  this  particular,  than  in  any 
other. 

Others,  on  the  contrary,  maintain,  that 

modes  are  effential  to  portraiture,  and  are  not 

only  of  fervice  to  the  perfon  painted,  but 

alfo  monuments  of  the  times :  that  portraits, 

as  they  are  a  part  of  hiftory,  ought  to  be 
faithful  in  every  refped: ;  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 

portraits  in  a  Greek  drefs,  as  ours  are  often  fo 

by  being  in  a  Roman ;  at  leaft  we  fhould  be 
led  by  this  means  into  an  error.  As  to  modes 

growing  ridiculous  in  fix  years,  they  anfwef. 

That  we  mufl  not  impute  it  to  the  mode, 

lince  'twas  once  thought  handfomej  but 
rather  to  the  underflanding,  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  underfland- 

ing  takes  in  at  the  eye ;  and  that  it  ought 

rather  to  be  an  ufeful  diverfion,  and  a  pleafing 
inflrudion,  to  fee,  that  at  fuch  times  people 
wore  broad  bands  j  at  others,  ruffs,  bonnets, 

hanging  fleeves,  caps,  fhort  hair,  flafhed doublets. 
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doublets,  fcallop'd  point-bands,  and  the  
like ; 

which  modes  inform  us  of  the  times  wh
en 

thofe  perfons  flouriOi'd,  as  the  perfons  
Oiew 

us  the  times  when  thofe  modes  prevaile
d. 

They  alledge  alfo  the  authority  of
  antient 

painters  of  repute;  as  Titian,  Raphael,  Pao
l 

Veronefe,  Tmtoret^  the  Carracchis^
  Van-- 

dyke,  and,  in  fliort,  all  portraitifts  befo
re  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  thefc 

two  parties,  the  truth  appears  to  me  to  be 

this ;  that  'tis  more  difficult  to  give  modifli 

habits  fome  agreeable  air  in  painting,  than 

to  cloathe  portraits  handfomely,  when  the 

painter  is  left  to  his  own  liberty.  I  think, 

alfo,  that  modifh  habits  might  fometimes  be 

proper  for  family  portraits,  and  fometime
s 

the  drapery  of  fome  virtue,  or  attribute,  or 

Pagan  divinity. 

Of  PraBice  in  Portraiture, 

I  C  A  N  N  O  T  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 ;  It  is  alfo  my  opinion, 

that  every  man  ought  in  this  refpedt  to  fol- 

low the  bent  of  his  own  genius,  and  take 

the  road  he  finds  the  (horteft,  and  moft  con- 
venient. 
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venient.  I  fhall  therefore  fay  nothing  particular 
upon  this  fubjed:,  but  only  obferve  in  ge- 

neral, that  portraiture  requires  three  different 
fittings  and  operations ;  to  ivif^  dead-colour- 

ing,  fecond-colouring,   and  retouching  or 
finifliing.    Before  the  painter  dead-colour, 
he  muft  attentively  confider  what  afped:  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  lafl  confequence  to 
put  the  parts  well  together,  by  comparing 
always  one  part  with  another  j  for  not  only 
the  portrait  acquires  a  greater  likenefs,  when 
well  defigned,  but  'tis  troublefome  to  make 
alterations  at  the  fecond  fitting,  when  the 
artiflmufl  only  think  of  painting  j  that  is, 
.  of  difpofing  and  uniting  his  colours. 

Experience  tells  us,  that  the  dead- 
colouring  ought  to  be  clean,  becaufe  of  the 
Hope  and  tranfparency  of  the  colours,  efpe- 
cially  in  the  fliades ;  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  pidure,  that  the  painter  may 
have  the  pleafure  of  finifhing  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  Hightly,  and  fo  far  as 
is  necefTary  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  forehead ;  that,  in  finifhing,  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  in  finifhing  it, 

and  not  find  the  life  exadly  in  the  fame  po- 

rtion as  you  w^ould  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  their 
ideas . 

The  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  cffeO:  we  propofe :  But 

before  they  are  made  clammy,  we  ought  to 

examine  afrefh,  whether  the  parts  are  rightly 

.placed,  and  here  and  there  to  give  fome 
touches  towards  likenefs,  that,  when  we  are 

alTured  of  it,  the  work  may  go  on  with 

greater  fatisfadion.  -  If  the  painter  under- 

fiands  what  he  is  about,  and  the  portrait  be 

juftly  defigned,  he  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  effed  of  long  fi:udy  and 
experience  ;  for  we  may  well  be  allowed  a 

confiderable 
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cbnfiderable  time  to  find  out  a  road  that 

is  eaiy,  and  fuch  as  we  muft  often  travel 
in. 

Before  we  retouch  or  finifh,  'tis  pro- 
per to  terminate  the  hair,  that,  on  finifhing 

the  carnations,  we  may  be  abler  to  judge  of 
the  effed:  of  the  whole  head. 

I  F,  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. 
I F  we  would  paint  a  portrait  at  once,  wc 

muft  load  the  colouring,  but  neither  fweeten, 

nor  drive,  nor  very  much  oil  it ;  and,  if  we 

dip  the  pencil  in  varnifh  as  the  work^- 

vances,  this  will  readily  enable  us  to  put 
colour  on  colour,  and  to  mix  them  without 
driving. 

The  ufe  and  fight  of  good  pidures  give 

greater  light  into  things  than  words  can  ex- 

prefs  :  What  hits  one  artifl:  s  underflanding 

and  temper,  may  be  difagreeable  to  another's  j 
and  almofl  all  painters  have  taken  different 

ways,  though  their  principles  were  often  the 
fame. 

The  famous  JabaCy  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  -f-,  'That  at  firft  he  worked 
hard,  and  took  great  pains,  to  acquire  a  re- 

putation,  and  aljo  to  get  a  J'wift  hand,  againji 
the  time  he  Jhquld  work  J  or  his  kitchen.  Van-  - 

•  dyke^  cuftom,  as  J  abac  told  me,  was  this : 
He  appointed  both  the  day  and  hour  for  the 

perfon's  litting^  and  work'd  not  above 
an  hour  on  any  portrait,  either  in  rub- 

bing in  or  finishing ;  fo  that  as  foon  as 
his  clock  informed  him,  that  the  hour  was 

out,  he  rofe  up,  and  made  a  tow  to  the 

fitter,  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- 
ceiving another  fitter,  whofe  day  and  hour 

he  had  before  appointed.  By  this  rtiethod 

he  work'd  on  feveral  pictures  the  fame  day, 
with  extraordinary  expedition. . 

After  having  hghtly  dead-colour'd  the 
face,  he  put  the  fitter  into  fome  attitude 

which  he  had  before  contrived ;  and  on  grey 

paperj  with  white  and  black  crayons,  he 

defigned,  iti  a  quarter  of  aii  hour,  his  fhape 

and  drapery,  which  he  difpofed  in  a  grand 

manner,  and  an  exquifite  tafte.    After  this 

t  Jahac'i,  obfervation  has,  according  to  EngVijh  tra- 
dition, been  made  to  Vandyke  by  others ;  and  his  anfwer 

then  was,  T^hat  he  at  firjl  work'd  for  reputation,  but  now 
for  his  kitchen.  If  both  reports  be  true,  Vandyke  feems 
to  have  had  a  very  early  view  of  his  kitchen. 

N  he 
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he  gave  the  drawing  to  the  fkilful  people  he 

had  about  him,  to  paint  after  the  litter's 
own  cloaths,  which,  at  Vandykes  requeft, 

were  fent  to  him  for  that  purpofe.  When 

his  difciples  had  done  what  they  could  to 

thefe  draperies,  he  lightly  went  over  them 

again  ;  and  fo,  in  a  little  time,  by  his  great 

knowledge,  diiplayed  the  art  and  truth  which 

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  MENTION  this  condud  of  Vandyke f 

rathier  to  gratify  the  reader  s  curiofity,  than 

to  excite  his  imitation  5  he  may  chufe  as 

much  of  it  as  he  pleafes,  and  fuits  his  own 

genius,  and  leave  the  reft.  For  my  pare,  I 

diflike  no  part  of  it,  except  that  of  fitting 

©nly  one  hour,  which  I  think  too  little. 
1  MUST  obferve  by  the  way,  that  there 

is  nothing  fo  rare  as  fine  hands,  either  in 

defign  or  colouring.  'Tis  therefore  convenient 
to  cultivate,  if  we  can,  a  friendfhip  with 

fome  woman,  who  will  take  pleafure  in 

ferving  for  a  copy  :  The  way  to  win  them 

is,  to  praife  their  beauty  exceedingly.  But 

if  an  opportunity  ferves  of  copying  hands 

after  Vandyke^  it  muft  not  be  let  flip  i  for  he 
drew  them  with  a  fufprifing  delicacy,  and  an 

admirable  colouring. 

'Tis  of  great  fervice  to  copy  after  th© 
manners  which  come  neareft  to  nature  j  as  are 

thofe 
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tiiofe  of  T'itian  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  JVhat  colour 
and  tbit  Jhdll  I  iife  for  fuch  a  part  ̂   And 

then,  coming  near  the  pidure,  we  ought  to 

examine,  whether  we  are  right,  or  not  j  and 
to  make  a  fixed  rule  of  what  we  have  dif- 

coveredj  and  did  not  pra(5life  before  with- 

t)ut  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  mofl  agreeable, 

and  moffc  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  pafts,  and  convey 'd  to  the  tint  more 
lively  bloodj  and  a  frefher  colour.  In  fhort, 

we  mufi:  join  to  truth  a  probable  and  advan- 

tageous pofiibility,  which  j  far  from  abating 
likenefSj  ferves  rather  to  fet  it  off.  For 

this  end,  we  ought  to  begin  with  obferving 

the  ground  of  a  tint,  as  well  what  it  is  in 

lights,  as  in  (hades :  For  the  fiiades  are  ORly 

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; 

bccaufe  ufually,  towards  the  end  of  the 
N  2  fitting, 



1  80      0/*  P  O  R  T  R  A  I  T  U  H  E. 

fitting,  fatigue  diffufes  a  general  yellownefe, 

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  colours 

muft  be  every-where  readily  clapp'd  in,  and 
fuch  as  appear  at  the  firft  fitting  down  j  for 

thefe  are  always  the  fineft. 

The  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 

objed:,  if  there  is  occafion.  I  fay  this  only 

to  thofe  who  have  little  pradifed  nature. 

The  portrait  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  pidhire  and  fitter  together,  in 
order  to  determine  with  certainty,  whether 

there  is  any  thing  ftill  wanting  to  perfed  the 
work. 

Of  political  ConduB  in  Portraiture. 

BUT  it  is  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  oblivion  J  for  the  complai- 

fanc^ 
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fance  that  is  (hewn  them,  makes  th
e  men 

€cho  back  what  they  have  determi
ned.  In 

France,  the  ladies  command  and  dec
ide  hke 

fovereigns ;  and  the  trifles  which
  are  to 

their  tafte,  are  deftrudive  to  the  gre
at  man- 

ners in  painting.  They  would  even  perv
ert 

"Titian  and  Vandyke,  if  they  were  ftill  living
, 

and  obliged  to  work  for  them.  In
  order, 

therefore,  to  avoid  the  vexation  whi
ch  fuch 

inconfiderate  judgments  may  occ
afion,  'tis 

neceffary  to  ufe  fome  political  cond
ua  with 

regard  to  perfons  and  times. 

The  artift  muft  never  fhew  his  work
  in 

dead-colour  to  any  but  painters,  who  a
re  his 

friends,  in  order  to  have  their  opinion  u
pon 

it  ;  nor  indeed  is  it  proper  to  Ihew  a
ny 

thing  finifh'd,  unlefs  it  be  fram
'd  and  ver- 

niih'd.  ^  , 
Nor  muft  we,  in  the  fitters  pref

ence, 

afk  the  opinion  of  people  who  are  f
trangers 

to  the  art ;  becaufe,  feeing  him  in  one 
 view, 

and  the  pidurein  another,  they  will  
advife  the 

mending  what  they  take  tobeamifs
.  Itwillbe 

in  vain  for  the  artift  to  offer  his  reafons 
;  for, 

as  people  feldom  care  to  retraft,  and
  by  that 

means  to  own,  that  they  may  be  ni
iftaken, 

they  will  never  be  favourable.  'Ti
s  beft,  there- 

fore not  to  give  them  any  handle  for 
 de- 

cifion ;  or,  if  they  will  offer  the
ir  opinion, 

of  their  own  accord,  let  fome  ar
tifice  be 

employed  to  elude  a  long,  tire
fome,  and 

ufelefs  reafoning :  Make  them  believe,  for 

5  inftance, 
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inftance,  that  the  pidure  is  not  quite  finilli'd  j 
or  tell  them,  they  are  partly  in  the  right, 
and  that  you  are  going  to  retouch  it  ;  or  any 
thing  of  this  kind,  that  may  be  able  to  filence 
them  immediately^  You  know  what  Fa/an 
relates  of  Michael  Angelo  on  the  like  occa- 
fion.  The  Pope  had  been  at  Michael  An- 

^^/o'swork-fliop  to  fee  a  marble  figure  he  had carved  for  him ;  and,  having  no  fkill  himfelf, 

he  foftly  alk'd  his  groom  of  the  chamber, 
How  he  lik'd  it  ?  He  anfwer'd,  T:hat  the 
nofe  was  too  large,  Whereupon  th@ 
Tope^  raifing  his  voice,    faid,   as  of  his 
own  accord  The  nofe  is  too  large, 
Michael  Angelo^  who  perceived  what  had 
pafTed,  told  the  Fope,  That  his  criticifm 
wasjuji,  and  that  he  'would  go  and  mend  the 
fault  in  his  pre  fence.  Accordingly,  with  his 
mallet  in  one  hand,  and  a  chifel  and  fomc 

marble--duft  in  the  other,  he  put  himfelf 
into  a  working  pofture  before  the  ftatue ; 
and,  after  having  knocked  upon  his  chifel, 
without  touching  the  marble,  and  let  the 
duft  fall  by  degrees  out  of  his  hand,  he 
turned  about,  and  faid  to  the  Fope  Ad- 
ejfo.fantijfimo  Padre,  che  gliene pare?  What 
does  yoiir  Holinefs  think  of  it  now  ?  0  / 

^ignor  Michel  Angelo,  faid  the  Pope,  Gli 
avete  dato  la  vita,  O !  now,  my  dear  Sir, 
you  have  made  the  figure  alive.  Apelles 
would  afk  nobody's  opinion  5  but,  as  Pliny 
fays^  kept  behind  the  clotfi,  and  finding  a 
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fhoemaker's  criticifm,  on  the  fandal-Hrap  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  Hking: 

This  obhged  Apelles  to  tell  him  fcornfully,  , 

^hata  jhoemaker  ̂   judgment  fiould  not  exceed 

the  fandol    Thus,  when  thofe  who  pretend
 

tojadge,flialljuftly  findafaultin  your  work,
 

'tis  wifdom  to  profit  by  it,  without  hearken- 

ing to  them  too  much,  or  encouraging  their 

criticifm,  becaufe  they  will  abule  your  do-= 

cility  ;  and  your  praifing  them  for  the  goo
d 

hints  they  may  give,  will  provoke  them  
to 

offer  bad  ones.    But  in  this  the  painter  mufl 

employ  both  art  and  good  breeding,  by 

making  proper  diftindions  between  th
e  per- 

fons  who  talk  and  give  their  opinion  of  has  ̂ 
works. 

OF 



[  ] 

OF 

COLOURING. 

I FORMERLY  ^uhYiihQA  A  Dialogue 

on  Colouring,  where  I  endeavour'd  to 
fhew  its  value,  and  rank  in  painting  : 
But  what  1  now  write  being  handled  by  way 
of  principles,  I  thought  colouring  ought  to 
be  treated  in  the  fame  manner ;  that  this 

part  of  painting,  which  is  fo  neccffary  to 

all  the  reft,  might  join  with  them  in  making 
me  whole,  and  that  the  reader  might  the 
more  eafily  judge  of  it. 

There  are  feveral  people,  who,  fpeaking 
of  painting,  ufe  the  words  colour  and  colour^ 

ing,  indifferently,  to  fignify  the  fame  thing 

and  tho'  thefe  two  parts  are  diftinguilliable 
enough,  yet  it  may  not  be  improper  to  ex- 

plain what  we  mean  by  each  of  them. 
Colour  is  what  makes  objed;s  percep- 

tible to  light  :  And, 

Colouring  is  one  of  the  eflential 

parts  of  painting,  by  which  the  artift  imi- 

tates the  appearance  of  colours  in  all  natural 

obje<fls,  and  gives  to  artificial  objects  the 

colour  that  is  moft  proper  to  deceive  the 
fight.  This 
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This  part  includes  the  knowledge  of 

particular  colours,  their  fympathies  and  anti- 

pathies, their  manner  of  working,  and  the 

knowledge  of  the  claro-obfcuro.  And  as  J 

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. 

Some  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  objeds ; 

as  pure  white,  i,  e.  without  mixture  j  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 

poffefles,  and  by  the  affiftance  of  fome  other 

fcolpur,  reprefents  a  fmgle  objedl ;  as  a  car- 

nation, linen,  ftuff,  or  any  objed:,  diftina 

from  others.    And  it  -is  called  locals  becaufe 

the  place  it  fills  requires  that  particular  co- 

lour, in  order  to  give  the  greater  charader 

of  truth  to  the  feveral  colours  about  it. 

But  to  proceed  : 

The  painter  ought  to  confider,  that  as 

there  are  two  forts  of  objedls,  the  natural, 

OP  that  which  is  true  ;  and  the  artificial,  or 

that  which  is  painted  j  fo  there  gre  two 

forts  of  colours^  the  natural  and  the  arti- 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  objects. 

The  painter  mufl:  therefore  have  a  per- 
fect knowledge  of  thefe  two  forts  of  co- 

lours :  Of  the  natural,  in  order  to  know 

which  of  them  he  ought  to  imitate  5  and 

of  the  artificial,  in  order  to  compofe  a  tint 

proper  for  reprefenting  perfedly  the  natural 
colour.  He  muft  know,  befides,  that  the 
natural  colour  is  of  three  forts  :  i.  The  true 

colour  of  the  objedt.  2.  The  reflected  co- 

lour. 3.  The  colour  of  the  light.  As  to  arti- 

ficial colours,  he  ought  alfo  to  know  their 

value,  force,  and  fweetnefs,  both  feparately 

and  by  comparifon,  that  he  may  either  ex- 

aggerate by  fome  colours,  or  attenuate  by 
pthers,  as  his  fubje^t  requires. 

For  this  purpofeit  muft  be  confidered, 

that  a  pidture  is  a  flat  fuperficies;  that,  fome 

time  after  the  colours  are  laid,  they  lofe  their 
frefhnefs  ;  and  that  the  diftance  of  the 

picture  takes  from  it  much  of  its  brightnefs 

^nd  vigour  ;  and  therefore,  that  'tis  impof- 
fible  to  make  up  thefe  three  deficiencies 

without  the  artifice  which  colouring  teaches, 

and  which  is  its  chief  objedt. 

A  KNOWING  painter  ought  not  to  be  a 

flave  to  nature,  but  a  judge,  and  judicious 
imitator 
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imitator  6f  her.  Let  a  pidure  but  have 

its  efFed;,  and  agreeably  deceive  the  eye,  and 

'tis  all  that  can  be  expeded  in  this  point ; 
but  this  can  never  be  attained,  if  the  painter 

negleds  colouring.  As  it  is  certdn,  that 

the  whole  cannot  be  perfed,  if  any  part  i9 

wanting  ;  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  negleding  colouring,  as  for  ill  defigning, 

or  ill  difpoling  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  (he  is  miftrefs  of 

arts,   yet   fhe  feldom  fhews  us  the  beft 

road  ;   fhe   only  hinders   us  fr©m  going 

aftray.   The  painter  muft  chufe  her  accord- 

ing to  the  rules  of  art,  and  if  he  does  not 
find  her  to  be  fuch  as  he  looks  for,  he  muft 

corredl  what  offers  to  him.    As  he  whq 

defigns,  does  not  imitate  all  he  fees  in  a 

defective  copy,  but  changes  the  faults  intq 

the  juft  proportions  :  So  the  artift  muft  not 

imitate  all  the  colours  which  indifferently 

prefent  themfelves  to  the  eye  j  but  chufe  the 

*    moft  proper  for  his  purpofe ;  adding  others, 
if  he  think  fit,  in  order  to  fetch  out  the 

pfFed  and  beauty  of  his  work.    His  objeds 

muft  not  only  be,  each  of  them,  fine,  na- 
tural, and  true,  but  there  muft  be  alfo  an 

union  of  the  whole  together.    Sometimes  he 
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muft  leflen  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  fpirit  and  truth,  the  character  of  his 

objed:,  without  altering  it.  There  are  none 

but  great  painters,  and  thofe  are  but  few, 
who  have  arrived  at  this  art ;  and  this  learned 

exaggeration,  or  improvement,  is  fo  far  from 

weakening  the  truth  of  imitation,  that  it 

gives  more  truth  to  what  the  artift  imitates 

after  nature.  • 
Let  me  here  apprife  the  reader,  that 

fpcaking  in  general  of  painting,  defign,  or 

colouring,  I  always  fuppofe  them  to  be  in 

their  perfedlion. 

Those  who  objed:  to  colouring  fay,  that 

we  muft  needs  afcribe  to  defign  a  corredlnefs 

of  proportions,  an  elegance  of  out-lines, 
and  a  delicacy  of  expreSion  ;  and  that  the 

Roman  fchool,  which  was  Raphael's^  has  al- 
ways endeavoured  principally  after  thefe  three 

points,  as  the  firft  and  moft  perfed:  intentions 

of  nature,  and  made  little  account  of  colour- 

ing :  wherefore  the  artift,  fay  they,  ought  to 

look  upon  defign  as  his  principal  objedt  \ 

and  upon  colouring,  as  only  acceflary. 

I  ANSWER,  that  the  original  intentions 

of  nature  are  not  lefs  vifible  in  colquring, 

than  in  defign  5  that  indeed  thefe  three 

qualities  afcribed  to  defign,  enhance  its  va- 

lue 5  but,  on  the  other  hand,  that  the  artift 
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muft  have  begun  his  ftudies  with  acquiring 

them,  and  muft  be  fuppofed  to  be  a  perfect 

mafter  of  them:  and  yet  they  alone  do 

not  conftitute  the  painter ;  they  only  begin 

him,  and  wait  for  their  perfection  from  co- 

louring, with  regard  to  the  whole  com- 

pofition. 
God,  in  the  creation  of  bodies,  has 

furniflied  his  creatures  with  ample  matter 

for  praifing  him,  and  difcovering  him  to  be 

their  author  ;  and,  having  ftamped  vifiblc 

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  their  ideas. 

In  fadt,  all  things  on  earth  would  be  in  con- 

fufion,  and  bodies  only  perceptible  by  touch, 

if  diverfity  of  colours  did  not  diftinguifli 

them.    The  painter  therefore  who  is  a  per- 

fed  imitator  of  nature,  and  fuppofed  to  be 

a  good  deiigner,  ought  to  make  colouring 

his  chief  objedl,  fince  he  only  confiders  na- 
ture as  fhe  is  imitablc  ;  and  (he  is  only 

imitable  by  him,  as  (he  is  vifible  ;  and  fhe 

is  only  viuble,  as  (he  is  coloured.    For  this 

reafon,  we  may  confider  colouring  as  the 

difference  in  painting,    and  defign  as  its 

kind  ̂   I  juft  as  reafon  is  the  difference  of 

man  5  becaufe  it  conftitutes  his  being,  di- 

ftinguifhes  him  from  other  creatures,  and 

*  >\lludingto  the  logic^  Xsxvaa genus  and  differentia. 
fets 
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lets  him  above  them.    For  fincc  the  ideas  of 

things  ought  to   ferve  only   for  bringing 

therr^  out  of  confufion,  'tis  neceffary  to  con- 
ceive them  by  fomething  which  'each  has  in 

particular,  and  which  cannot  agree  with  any 
thing  elfe.    If  we  confider  the  painter  by 
his  invention,  we  rank  him    among  the 

poets  ;  if  by  perfpedive,  (as  fome  fay)  he  is 
not  diflinguifhable  from  the  mathematician  i 

and  if  by  the  proportions  and  meafures  of 

bodies,  we  confound  him  with  the  fculptor 

and  geometer.    So,  tho'  the  perfed:  idea  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 
diiference,  which  makes  him  a  perfed  imi- 

tator of  nature,  we  diftinguifh  him  from 

fuch  as  have  only  defign  for  their  objedj 

and  whofe  art  cannot  come  up  to  this  peifed 
imitation  which  painting  leads  to ;  and  wer 

can  only  be  underftood  to  mean  a  painter. 

Among  the  arts  which  have  defign  in 
coinmon  with  painting,  we  may  reckon 
fculpture,  architedure,  and  engraving  5 
which  are  thus  defined  : 

Painting  is  an  art,  which,  on  a  flal 

fuperficies,  imitates  all  vifible  objeds  :  'Tis 
of  many  kinds,  and  ufually  divided  into 

Mosaic K,  Fresco,  Distemper,  Oil^ 
Crayon,  Miniature,  and  Enamel. 

S  cuL  p  T  URE  is  an  art,  which,  by  means 

of  defign  and  folid  matter,  imitates  the 

palpable 

,4 
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palpable  objeds  of  nature  :  'Tis  ufually divided  into 

Whole-relief,  and  Bas-relief. 

Archi  TECTUR  E  IS  an  art,  that  by  dc- 

fign,  and  fuitable  proportions,  imitates  and 

ereds  all  forts  of  edifices.  'Tis  ufually  di- 
vided into 

Civil  and  M i l ita ry. 

Engraving  is  an  art,  that,  by  means 

of  defign,  and  incifion  into  an  hard  matter, 

imitates  the  lights  and  fhades  of  vifible  ob- 

jects :  and  is  divided  into 
Wood,  Engraving,  Etching, 

and  Black  manner. 

The*  black  manner^  which  is  of  late 
invention,  is  fo  called,  becaufe  inftead  of 

pre-
 

*  This  being,  it  feems^  but  a  kte  invention  in 
France,  and  our  author  very  backward  in  dping  juftke 
to  Englijh  produdions  of  that  kind,  w^e  think  ourfelves 

•bliged  to  give  the  reader  a  fmall  sketch  of  "vAaX.  we  call 
mezzotinto.  This  invention  is  owing  to  prince  Rupert, 

who,  after  King  Charles  II. 's  reftoration,  made  feveral 
prints  in  that  manner.  The  Prince  laid  his  grounds  on 

the  plates  with  a  chanell'd  roller,  as  the  French  da 
theirs  by  clofe  and  crofs-hatching ;  perhaps,  the  only 
difference  between  their  method  and  ours.  His  fijccefa 
gave  oGcafiion  to  one  Sherwin  to  make  fome  attempts  in 

the  fame  way  ;  but  he  laid  his  grounds  with  an  half- 
round  file,  weighted  with  an  heavy  piece  of  lead.  The 

Prince,  on  fight  of  Sherwm*s  prints,  thinking  his  fer- 
vants  had  divulged  his  feeret,  fent  for  him  ;  who  fatif-* 
fying  his  Highnefs  to  the  contrary,  by  (hewing  him  hisi 
file,  the  Prince  thereupon  gave  him  one  of  his  rollers. 
T9  Sherwin  fusceeded  IfaacBecketf  a»d  IFilliamFaithorn : 
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preparing  the  plate,  by polifliing it,  aground 

is  laid  upon  it  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  burnilher,  to  fetch 

the  objects  out  of  darknefs,  and  give  them^ 

by  degrees,  their  proper  lights. 
The  cutting  of  precious  ftones  the  reader 

may  afcribe  either  to  fculpture  or  engraving  : 

yet  people  ufually  fay,  grave-Jiones    and  'tis 

And  after  them,  were  Fan  Somer,  Lens^  Smith,  TVilllamsj 
and  Symons,  old  and  young  Faher,  George  White,  &Ci 
Among  thefe.  Smith  and  White  feem  to  be  the  moft 
excellent.  The  former  is  ftill  living  j  and  his  colle£lion 

of  prints  (moftly  after  Sir  Godfrey  Kneller's  paintings) 
perhaps  the  fineft  in  Europe  ;  and  his  Duke  Schomberg's 
Head,  and  The  Holy  Family,  after  a  pidlure  of  Car  If 
Maratti,  are  thought  to  be  his  beft  performances. 
White  died  rtiiddle-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  beftowecl 
much  time  on  his  plates)  not  to  be  found  a;ny- where 
elfe.  His  beft  print  is,  John  Baptiji  Mohoyer  the 

flower-painter's  head. 
N.  B.  Both  Prince  Rupert*s  and  Sherwln's  grounding 

tools  have  been  laid  afide  fome  years  ;  aod  the 

grounds  are  now  laid  with  an  hand-tool,  fome- 
what  like  a  ftioemaker's  cutting-board-knife,  the 
edge  whereof,  having  a  fort  of  fine  crenellin^,  raifes 
a  thick  imperceptible  flipping,  or  ground  on  the 
plate  ;  and  was  the  invention  of  one  Edial,  a 
imith  by  trade,  who  afterwards  became  ?^mezzQ' 
iinto  printer. 

very 
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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  diyifions,  'tis  eafy  to  obferve, 

that  defign,  which  is  their  'kind^  that  is, 
common  to  them  all,  is  determined  by  a 

particular  difference^  which  conft^tutes  what 
is^flential  to  each  of  thefe  arts. 

Th  e  end  of  the  painter,  and  the  fculptor, 

is  indeed  imitation  ;  but  they  attain  it  by 

different  methods :  The  fculptor,  by  a 

folid  matter,  imitating  the  real  quantities  of 

objedts ;  and  the  painter  with  colours,  fliew- 

ing.  the  apparent  quantity  and  quality  of  all 

things  vifible  ;  fo  that  he  is  not  only  obliged 

to  pleafe,  but  even  deceive  the  eye,  by  what 

he  reprefents. 

To  this  'tis  ufually  objedied,  that  defign 
is  the  foundation  and  fupport  of  colouring ; 

that  tho'  colouring  depends  upon  it,  yet  it 
no- wife  depends  on  colouring ;  and  therefore 
the  former  is  more  neceffary,  more  noble, 

and  more  confiderable,  than  the  latter.  But 

'tis  eafy  to  perceive,  that  this  objection  does 
not  conclude  any  thing  in  favour  of  defign 

to  the  prejudice  of  colouring.  On  the  con^ 

trary,  we  may  infer  from  thence,  tbat  mer^ 

defign  alone  is  not,  as  it  is  fuppofed  to  be, 
the  foundation  of  colouring,  nor  has  a  prior 

exiftence  to  it,  in  any  other  fen fe  but  this, 

that  it  muft  receive  its  perfe<^ion,  with  re^ 

'    O  §ar4 
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gard  to  painting,  from  colouring ;  and  there 
is  no  doubt  but  the  thing  which  receives, 

muft  have  a  prior  exiftence  to  that  which 
is  to  be  received. 

"Vis  the  fame  with  all  kinds  of  matters, 
which  muft  be  difpofed  before  they  can  re- 

ceive the  perfedion  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  earth,  and,  after 

having  given  it  the  neceflary  difpofitions,  he 
created  the  foul ;  which  he  infufed  into  it, 

for  perfecting  it  into  a  man.  This  body,  as 

to  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  confiderable  part  of 

the  man.  Nature  always  hiakes  her  begin- 

nings by  means  of  things  lefs  perfect ;  and  art, 
in  imitation  of  her,  takes  the  fame  method. 

The  painter  firft  rubs  in  his  fubjed:  by  means 

of  defign,  and  afterwards  finifhes  it  by  the 

help  of  colouring  ;  which,  by  giving  truth  to 

the  objedts  defigned,  gives  them,  at  the  fame 

time,  all  the  perfed;ion  that  painting  is  ca- 

pable of. 
A  s  for  being  more  or  lefs  necelTary  to  make 

a  whole ;  parts  that  are  efTential,  are  equally 
neceffary.  As  he  is  not  a  man,  who  has  not  a 

foul  joined  to  his  body  ;  fo  that  is  not 
painting, 
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painting,  where  colouring  is  not  joined  to 
defign. 

But  if  we  confider  defign  by  itfelf,  and 

as  'tis  inftrumental  in  moll:  parts  of  art,  we 
might,  for  its  utihty,  prize  it  more  than 

colouring  ;  as  we  prefer  a  large  diamond  be- 

fore a  plant^  tho'  the  meaneft  plant  be  in itfelf  more  noble  and  valuable  than  all  the 

precious  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  demonfl:rations,  and  alfo  by  the 

very  draughts  themfelves,  which,  however 

flight,  let  us  into  the  thought  of  the  work 

propofed,  fhould  be  more  efteemed  :  But  if 

you  fet  colouring  afide,  there  will  be  nothing 

in  defign  but  what  may  be  performed  ia 

fculpture ;  which,  if  compared  with  a  piece 

of  painting,  muft  needs  be  imperfect,  for 

want  of  colouring.  And  this  confideration 

fets  the  painter  above  the  fculptor,  fince  ob- 

jeds  fkilfully  painted  have  a  more  perfed 
refemblance  to  the  true  ones. 

Ye  t  we  cannot  help  allowing,  that  defign, 

perfed,  as  we  fuppofe,  and  as  we  fee  it  in 

the  antique,  has  feveral  marks  of  elevation  ; 
which  have  divided  the  curious  in  their 

choice  of  pictures  for  enriching  their  cabinets. 

In  effed,  according  to  thefubjedts  and  figures 

which  the  ancient  fculptors  had  a  mind  to 

O  2  reprefent, 
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reprefent,  we  difcover  in  their  fculptures  the 
terrible,  or  the  gracious,  the  fimple,  or  the 

ideal  of  a  great  charader,  but  always  fublime 

and  probable.  On  this  account  we  are  much 

in  doubt,  about  the  preference  which  ought 

to  be  given  to  pidlures  ;  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  refped:  to  painting,  it 

appears  that  we  muft  not  prefer  the  former, 
if  the  defign  in  the  latter  be  not  too  bad. 

And  the  reafon  is,  that  there  is  defign  in 

other  things  as  well  as  in  pidures  ;  'tis  to  be 
found  in  good  prints,  iiatues  and  bas-reliefs; 
but  fine  colouring  is  only  to  be  feen  in  a  very 

fev/  pidiires. 
Were  I  to  make  a  cabinet  of  pidures, 

I  fhould  fill  it  with  all  fuch  as  had  any  kind 

of  beauty  5  but  I  fhould  prefer  Titian''?>  to all  others,  for  the  reafons  I  have  given  ;  and 

indeed  the  price  which  his  works  bear  among 

the  curious,  fufficiently  juflifies  my  opinion. 

It  mufl  be  granted,  that  fome  perfons  value 

defign,  becaufe  of  the  efleem  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 

underflood  by  the  word  dejign. 

In  painting,  this  word  has  but  two  figni^ 
cations  :  Firft,  it  means  the  thought  of  a 

pidure, 
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|)ldure,  which  the  painter  puts  either  on 

paper  or  cloth,  in  order  to  judge  of  what 

he  is  contriving ;  and  in  this  manner  wc 

may  defign,  not  only  a  fketch,  but  a  work 

well  connected  as  to  lights  and  fliades,  or, 

even  a  fmall  pidure  well  coloured.  This 
vf2i^Ruhens?>  method  in  almoft  all  his  defigns; 

and  the  moft  part  of  Titia?ts,^  which  are 

almoft  all  done  with  the  pen,  have  been 

performed  in  the  fame  manner.  Secondly, 

we  call  defign,  the  jufi  meafures,  proportions, 

and  outlines^  fuppofed  to  be  in  vifible  ob- 

jeds,  which,  having  no  other  exiftence  than 

in  the  extremities  of  thofe  bodies,  do  adu- 

dly  refide  in  the  mind:  And  if  painters 

have  made  them  apparent,  by  circumfcribing 

lines,  and  out  of  abfolute  neceffity,  it  was 

for  the  information  of  their  pupils,  and  for 

their  own  pradice,  in  order  to  acquire  with 
eafe  ain  extreme  corrednefs.  And  yet  it 

may  be  faid,  that  the  ufe  of  thefc  lines  is 

like  that  of  a  centre  for  an  arch  in  archi- 

tedurej  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  (hould  be  underftopd  to  be  one  of  the 

eflfential  parts  of  painting  j  but  when  \ye 

give  lights  and  fhades  to  outlines,  we  can- 
not do  it  vyithout  white  and  black,  two  of 
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the  capital  colours  in  painting,  and  whofe 

management  comes  under  colouring. 

Yet  I  have  met  with  feveral  painters, 

who  would  never  allow,  that  defign  contains 

only  the  proportions  and  outlines  of  vifiblc 

objed-s :  They  fay,  that  this  part  is  one  of 
the  forts  of  defign  I  have  defined,  viz.  The 

thought  of  a  grand  pidure  before  it  is  exe- 
cuted ;  whether  that  thought  be  only  a 

flight  fketch,  or  be  exprefl^ed  in  claro-obfcuro, 
and  by  all  the  colours  proper  for  the  great 

.  work^  of  which  this  defign  is  the  fpecimen. 
I  BELIEVE  the  beft  anfwer  to  this  WiW 

be  to  fay,  that  in  fuch  cafe  defign  would  no 

longer  be  a  part  of  painting,  biit  the  whole  of 

it  J  fince  it  would  contain  not  only  lights 

and  fhades,  but  alfo  colouring,  and  even  in- 

vention ;  and  then  we  mufl  be  always  think- 

ing of  new  terms,  and  afk  thefe  gentlemiCn, 

By  what  name  they  would  call  that  part  of 

defign,  which  furnilhes  the  objects  that  com- 

pofe  an  hifi:ory  ?  And  what  name  muft  be 

given  to  that  other  part  of  defign,  which  dif- 

pofes  the  colours,  lights,  andfhades  ?  Hence, 

without  further  trouble,  'tis  eafy  to  con- 
ceive, that  'tis  no  matter  how  we  call 

things,  provided  we  underhand  and  agree 
upon  their  names.  And  as  new  terms  would 

be  troublefome  to  the  memory,  I  think  it 
better  to  retain  the  old. 

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.  Firft,  It  alone,  with- 
out colouring,  produces  many  ufeful  things; 

for  which  reafon,  a  great  many  people  are 

content  to  have  fome  Ikill  in  deiign,  without 

troubling  themfelves  about  colouring.  Se- 
condly, It  gives  a  tafte  for  the  knowledge  of 

arts,  and  enables  us  to  make  fome  judgment 

of  them  J  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.  Lajily,  As  this  part  comprehends 

many  other  particular  things,  as  the  know- 
ledge of  the  mufcles,  perfpedive,  pofition 

of  the  attitudes,  and  the  expreffion  of  the 

paffions  of  the  foul,  it  might  therefore  be 
confidered  rather  as  an  in  tire  whole,  than  as 

a  feparate  part. 
I T  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  j  and,  in 

this  light,  all  its  parts  require  colouring,  in 

order  to  make  a  perfect  pidure.  For  this 

reafon,  we  here  confider  defign,  with  all 

the  parts  it  comprehends,  not  as  a  difiind 

part  itfelf,  nor  yet  as  an  intire  whole,  but 

only  as  the  foundation  and  beginning  of 

painting. 

We  have  before  faid,  that  the  claro-ob- 

/euro,  which  is  nothing  but  the  knowledge 

of  lights  and  fhades,  was  comprifed  in  co- 

O  4  louring  : 
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louring :  yet  there  are  feveral  painters  who 

will  not  allow  it.  They  alledge,  that  the 

only  reafon,  which  is  affigned  for  it,  is,  that, 

in  nature,  light  afid  the  claro-obfcuro  are 
infeparable  ;  and  add,  that  the  fame  may  be 

faid  of  defign,  becaufe,  without  light,  the 

eye  cannot  perceive  nor  know  in  nature  the 

outlines  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  bodyj  might 

determine,  whether  it  wete  round  or  fquare, 

or  what  its  form  was  \  Whence  it  follows,' 
that,  without  light,  the  outlines  and  pro  J 

portions  of  figures  may  be  known. 

Being  upon  this  fubjecfi:,  I  cannot  for- 

bear relating  a  late  ftory  of  a  blind  fculptor, 

who  made  portraits  in  wax,  and  very  likci 

He  lived  in  the  laft  century,  and  the  ftory 

was  told  me  by  a  man  of  probity,  who  wa§ 

acquainted  with  him  in  Italy\  aild  was  wit« 

riefs  to  what  I  am  going  to  relate. 

The  blind  man,  this  perfon  told  me, 

Was  of  Cambaffi,  in  Tufcany-y  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.  One  day,  meeting  him  in 

the  palace  of  Jujlinianiy  where  he  had  been 

copying  a  ftatue  of  Minerva,  I  took  occafion 

to  afk  him.  Whether  he  did  not  fee  a  little,^ 

becaufe  he  copied  fo  juftly  ?  l  ean  t  fee  of 

'        '  •  '  ^//, 
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iiU^  fays  he  ;  my  eyes  are  at  my  fijigers  ends. 

But  then,  faid  I  — •  How  is  it  pojjible,  that, 

blind  as  you  are,  you  can  do  fuch  fine  things  ? 

He  replied  J  fi^l     original  j  I  examine 

the  dimenfions^  and  the  rifings  and  cavities  y 

thefe  I  endeavour  to  keep  in  my  memory  ;  then 

I  jeel  my  wax,  and  comparing  one  with  the 

other,  by  moving  my  hand  backwards  and 

forwards  fever  al  tinies,  I  finifh  my  work  in 

the  befi  manner  I  can. 

I  N  fhort,  he  did  not  appear  to  have  any 

fight  J  fince  the  Dake  of  Bracciano^  to  prove 

him,  obliged  him  to  make  his  head  in  a 

very  dark  cellar,  and  it  was  found  to  be 

very  like.  But,  though  this  piece  was  ad- 

mired by  all  who  faw  it,  they  fliiled  not  to 

objett  to  the  fculptor,  that  the  Duke's  beard 
was  a  great  help  towards  likenefs ;  and  that 

he  could  not  have  hit  it  fo  eafily,  had  the 

Duke  been  beardlefs.  Well  then,  fays  the 

blind  man,  give  me  another.  Whereupon 

they  propofed  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 

feen  a  bufto  of  Charles  I.  King  of  England., 

and  one  of  Pope  Urban  VIII.  of  this  man's 

doing,  both  after  the  marble,  finely  finilli'd, 
and  very  like.  The  greateft  trouble  he  found, 

as  he  confefs'd,  was  in  making  hair  ;  becaufe 
of  its  pliablenefs  to  the  fingers. 

•  But,  without  going  farther,  w^e  have  at 

faris  a  bufto,  by  this  hand,  of  the  late  ex- cellent 
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cellent  Monfieur  Hefelin^  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 

pidure,  that  he  might  take  it  into  France  as 

a  memorial  of  him.  My  curiofity  induced  me 

to  fee  this  pid:ure  ;  and,  after  having  viewed 

the  face,  I  perceived  that  the  painter  had 

fet  an  eye  on  the  tip  of  each  of  his  fingers,  to 

fliew,  that  thofe  he  had  elfewhere  were  ufc- 

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- 
mon ftrate  the  propofition  before  us,  to  wit^ 

That  the  knowledge  of  the  claro-ohfcuro  is 
comprehended  in  colouring. 

I T  is  certain,  that  no  one  can  fail,  even 

in  great  darknefs,  to  perceive  the  contours 

of  a  man  or  flatue,  and  to  judge  of  the  rifings 

and  cavities,  by  feeling  about ;  whereas  it  is 

impotlible  to  fee  any  colour,  or  to  make 

any  judgment  of  it,  without  the  help  of 

light. 
W  E  perceive,  by  the  ftory  of  this  blind 

man,  that  his  art,  which  lay  all  in  defign, 

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  would  have 

been  deprived  of  this  confolation ;  for  co- 
lour and  light  are  the  objects  only  of  fight ; 

but 
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but  defign,  as  I  have  obferved,  is  alfo  the 

objed:  of  feeling. 
I  MIGHT  alfo  mention  a  more  recent  ex- 

ample of  blindnefs,  in  the  late  Sieur  Buret, 
one  of  the  ableft  fculptors  of  the  Academy, 

who,  according  to  the  teftimony  of  perfons 

of  credit,  loft  his  fight,  by  the  fmali-pox,  at 

twenty-five  years  of  age  ;  which,  however, 

left  him  the  pleafure  and  confolation  of  di- 
verting himfelf  by  working  like  the  blind 

man  of  Cambajji. 

I  T  is  in  this  place  we  ought  to  treat  of 

the  clarO'obfcuro^  as  an  effential  part  ot  co- 
louring ;  but  as  the  treatife  on  this  fubjeft  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  diftinc5t  idea  of  the  knowledge  of 

lights  and  {hades. 

The  agreement  and  oppofition  of  colours 
are  as  necefiliry  as  union  and  the  cromatick 

in  mufick.  This  agreement  and  oppofition 

proceeds  from  two  caufes ;  to  wit,  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  J  as  white,  fine  yellow,  blue,  lake, 

green,  and  fuch>like,  of  which  may  be 
made  an  infinity  of  colours  that  will  always 

fympathize  :  The  earthy,  on  the  other  hand. 
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have  a  heavinefs,  which,  by  mixture,  dt- 

ftroys  the  fweetnefs  and  Ughtnefs  of  the 
aereal. 

'T  IS  difficult  to  affign  the  true  phyfical 
reafon,  why  a  colour  is  aereal  or  terreftrial  j 

yet  we  may  conclude,  that  luminous  colours 

are  fweet,  and  airy,  and  perfedlly  agree, 

when  mixed  together.  It  is  certain,  how- 
ever, that  fome  beautiful,  fweet,  and  lu- 

minous colours,  inllead  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,  as  ugly  as  poffible. 

Whence  we  may  infer,  that  one  of  the 

befl  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  fliews  by  its  foulnefs,  that 

the  two  conftituent  colours  are  deftroy 'd,  vve 
may  conclude,  that  thefe  two  colours  haye 

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  pf 
their  harmony. 
The  bodies  of  colours  are  alfo  another 

principle,  by  which  we  may  judge  of 
their  agreement  or  repugnancy;  for  fome 

have  fo  much  body,  that  they  cannot  bear 

any 
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any  other  colour  without  taking  away  almofl 

intirely  its  natural  qualities,  as  red  oker,  um- 
ber, indigo,  and  others,  proportionably. 

But  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  dired  in 

open  day,  or  reflected  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  the  light  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  lire,  or  of  a  flam- 
beau. 

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  neceflary  for  exprefling  truth. 

Few  people  underftand  it,  becaufe  this  know- 

ledge is  generally  the  effed:  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 ! 

The  lovers  of  painting,  who  are  not 
^rtifts,  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  flaring,  in  order 

to  bring  them  down,  and  fweeten  them 

into  an  harmony  with  thofe  about  them. 

Having  now  fpoke  of  the  union  of 

colours,  we  muft,  in  the  next  place,  add  a 

word  or  two  of  their  oppofition.  Colours 

are  oppofite,  either  through  their  natural 

qualities,  when  pure  and  fimple,  or  elfe  in 

light  and  fliade,  when  they  make  a  part  of 

the  claro-obfcuro. 

This  oppofition  in  quality  is  called  an- 
tipathy J  it  appears  among  fuch  colours  as 

predominate,  and  deftroy  by  mixture,  as 
ultramarine  and  vermilion ;  and  the  con- 

trariety in  the  claro-obfcitro  is  nothing  but  a 

fimple  oppofition  of  light  with  fhade,  with- 

out any  deftruclion  :  For  tho'  nothing  feems 
more  oppofite  than  white  and  black,  for  ex- 

ample J  the  one  reprefenting  lightj  and  the 

other  the  privation  of  light  j  yet,  being 

mixed,  they  maintain  a  kind  of  friendfhip 

which  cannot  be  deftroyed ;  they  make  a 

fweet  grey,  that  partakes  of  both  colours ; 

and  what  fhali  appear  black  by  the  oppo- 
fition of  pure  white,  will  feem  white,  when 

fet  next  to  an  intenfe  black. 

The  fame  way  of  reafoning  holds  good 
as  to  all  other  colours,  where  more  or  lefj 

light  alters  nothing  of  their  qualities. 
It 

5 
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It  is  certain,  that  this  union  and  oppo 

fition  are  evident  in  fome  colours ;  but  the 

difficulty  of  giving  a  reafon  for  it  obliges  mc 
to  refer  the-  painter  to  his  own  experience, 
and  to  the  folid  reflexions  which  he  may 
make  in  the  fineft  pieces  of  this  kind,  which 
are  very  fcarce  and  few  ;  for  in  near  three 
hundred  years,  that  painting  has  been  revived, 
we  can  hardly  reckon  fix  good  colou rifts ; 
whereas  we  may  count  at  leaft  thirty  good 
defigners.   The  reafon  is,  that  delign  has  its 
rules  founded  on  the  proportions,  on  ana- 

tomy, and  a  continual  experience  of  the 

fame  thing  j  whereas  colouring  has  not  any 
rules  that  are  yet  well  known  j  and  the  ex- 

periments that  are  made,  as  they  differ  every 
day,  becaufe  of  the  different  fubjedts  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  folidityof  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 ;  tho',  as  to 
the  principles  of  harmony,  he  had  difcovered 
fuch  folid  ones,  that  he  was  fure  of  pro- 

ducing a  good  effedt,  and  a  good  v^hole. 
I F  my  remark  On  Titian  and  Rubens  be 

juft,  thofe  who  defire  to  be  good  colourifts 
cannot  take  a  better  method  than  to  ftudy the 
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the  works  of  thofe  two  great  mafters,  as 

publick  books  of  inftrud:ion.  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  eftabhfliing 

principles.  But  it  mufl  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 

effects  which  are  admired  in  fine  pro- 
dudlions. 

Some  painters  have  copied  T/z/^w's  works 
for  a  long  time,  examined  them  with  care, 

and,  on  the  whole,  made  all  the  refledtions 

they  could  upon  them,  and  yet  have  mifs'd the  mark  for  want  of  attending  to  the  pro- 

per objeds.  For  this  reafon  their  copies, 

tho'  very  much  laboured,  and,  as  they 
thought,  extremely  exadl,  have  fallen  very 

far  fhort  of  the  management  in  the  originals. 

Others,  of  more  fkill,  and  deeper  refledion, 

have  procured  copies  of  thefe  pidlures,  to 

pleafure  themfelves  with  looking  at  them, 

and  alfo  to  profit  by  them.  This  is  very 

commendable  ;  but  if  they  would  themfelves 

copy  them,  or  at  leaft,  the  finell  parts  of 

them,  they  would  underftand  them  more 

thoroughly,  and  profit  much  better,  than  by 

bare  looking.    The  truth  is,  thefe  originals. 
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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- 

geniouSj  and  finds  no  difficulty  infuperable. 

In  fliortj  would  we  gain  the  good  graces  oi 

painting,  the  lafeft  way  is  to  labour  hard, 

and  make  the  neceffary  refledtions  •  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  ffiould  alfo  often  vifit 

the  cabinets  of  particular  perfons,  and  thofe 

of  the  King,  and  of  the  Duke  of  Orleans, 

as  often  as  poffible.  • 

The  Luxemhur^g^aUa'jj\^S>Vit  of  Rubens''^  f/'fty///  — fineft  performances  :  And  Rubens  has,  more  X 

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  ffiipwreck  to  which 

he  may  have  innocently  expofed  himfelf. 

I  HAVE  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,  which  is  not  the  fub- 

jedt  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  httle 

above  the  common  level :  of  thefe  people, 

I  fay,  fome  yet  remain,  who  without  diftin- 

guilhing  the  different  parts  of  painting, 

efpecially  colouring,  of  which  we  are  now 

fpeaking,  value  nothing  but  the  Roman  man- 
ner, the  tafte  of  PouJJin,  and  the  fchool  of 

the  Carracchis. 

They  obje£l,  among  other  things,  that 

RubeJ2s^  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  nature. 

I T  is  true,  they  are  but  a  daubing  ;  but 

it  were  to  be  wifhed,  that  the  pidlures  that 

are  now  painted,  were  all  daubed  in  the  fame 

manner.  Painting,  in  general,  is  but  daub- 

ing ;  its  effence  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- 

w^ays  produce  fomething  poor,  and  of  a 
mean  tafte.  What  is  called  load^  in  colours 

and  lights,  can  only  proceed  from  a  pro- 
found knowledge  in  the  values  of  colours, 

and  from  an  admirable  induftry,  which 

makesr  the  painted  objedts  appear  more  true, 

if  I  may  fay  fo,  than  the  real  ones.  In  this 

fenfe  it  may  be  afferted,  that,  in  Rubens's 
pieces,  art  is  above  nature,  and  nature  only 

a  copy 
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a  copy  of  that  great  mafler's  works.  And 
of  what  import  is  it,  after  all,  if  things, 

on  examination,  be  not  perfedly  juft  ?  If 

they  appear  fo,  they  anfwer  the  end  of 

painting,  which  is  not  fo  much  to  convince 

the  underftanding,  as  to  deceive  the  eye. 

This  artifice  will  always  appear  wonder- 
ful in  great  works  ;  for  when  the  pi(fture  is 

diftanced  according  to  its  bignefs,  it  is  this 

artifice  which  fupports  the  charader,  both 

t>f  the  particular  objeds,  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  painting.  'Tis  in  fuch  great 
works,  that  Rubens  is  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 

it ;  forj  to  others,  nothing  can  be  a  greater 

myllery. 
Of  all  the  fcholarsof  this  excellent  man, 

Vandyke  was  he  who  profited  moft  by  his 

mailer's  inftrudions ;  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  furpafied  him  in 

certain  finelTes  of  the  art  j  and  'tis  evident, 
that,  in  general,  his  portraits  have  a  delicacy 

and  freedom  of  penciling  beyond  any  thing 
elfe  in  that  way. 

P  2  Having 
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Having  now  faithfully  given  my 

thoughts  on  colouring,  and  its  dependencies, 

'tis  neceffary  to  anfwer  thofe  perfons  wha 
think,  that  it  is  impoffible  to  be  mafter  of 

defign  and  colouring  at  the  fame  time  : 

Their  flrongell:  reafon  is,  that  in  addicting 

ourfelves  to  colouring,  we  negled:  defign, 

the  charms  of  the  one  making  us  forget  the 

neceffity  of  the  other. 
To  this  it  is  eafy  to  anfwer,  that  if  it  be 

fo,  we  mufl  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  obje(fts,  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  i  on  the  contrary,  the  former 

ffcrengthen  the  latter;  they  ufe  all  their 

efforts  to  poffefs  every  fl:udy,  as  the  necelfary 
means  to  arrive  at  their  end.  This  was 

Raphaeh  charadler  :  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. 

After  the  knowledge  of  colours,  we 

are  led  to  treat  of  their  ufe,  management, 

and 
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•and  operation  j  three  points,  in  the  ufe  of 

which  the  painter's  greateft  fatisfadtioi^i confifts. 

S  E  N  E  c  A,  fpeaking  of  the  agreeablenefs 

of  painting,  fays,  That  it  yields  more  plea- 

Jure  in  the  execution^  than  when  'tis  Jinijhed. 
I  am  intirely  of  the  fame  fentiment ;  be- 
caufe, .  in  the  courfe  of  the  work,  we  handle 

the  principles  and  fecrets  of  the  art  to  our 

own  liking  ;  we  command  them,  as  it  were, 

and  every  one  makes  them  obey  according  to 

his  capacity  and  genius  j  whereas,  when  the 
work  is  finifhed,  it  commands  the  painter, 

and  obliges  him  to  be  fatisfied  with  it,  be 

the  performance  what  it  will. 
Here  follow  fome  maxims  coiicerning 

the  ufe  of  colours. 

Pliny  fays,  l^hat  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  fpirit. 
We  muH;  learn  to  view  nature  ^o  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- 
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mixtures,  for  imitating  the  various  colours 
in  nature. 

The  memory  of  man  is  often  limited 

to  a  few  ideas,  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  refped,  by  painting,  after  extraordi- 
nary natural  objeds,  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. 

The  harmony  of  nature,  in  her  colours, 

arifes  from  objeds  participating  of  one  an- 

other by  reflexion  ;  for  there  is  no  light 
which  does  not  flrike  fome  body,  nor  is 
there  any  enlightened  body  which  does  not 
refledits  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 conftitutes  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. 

Varie  T  Y  of  tints,  very  near  of  the  fame 

tone,  employ'd  in  the  fame  figure,  and  often 
upon  the  fame  part,  with  moderation,  contrir- 
bute  much  to  harmonj. 

The  turn  of  the  parts,  and  the  'outlines, 
yvhkh  infenfibly  melt  into  their  grounds, 

and 
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and  artfully  difappear,  bind  the  objeds,  and 

keep  them  in  union  ;  efpecially  as  they 
feem  to  condud:  the  eye  beyond  what  it  fees, 

and  perfuade  it,  that  it  fees  what  it  really 
does  not  fee  j  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 

defiroy  the  character  of  an  objed. 

We  muft  avoid,  as  much  as  poffible,  the 

repetition  of  the  fame  colour  in  a  pidure ; 

but  'tis  commendable  to  approach  it  by  the 
principles  of  union  and  elegance.  A  fine 
inftance  of  this  we  fee  in  the  marriage  of 

Cana^  hy  Paul  Veronefe,  where  feveral  whites 

and  yellows  jneet  harmonioufly. 

The  eye  grows  tired  with  viewing  the 

fame  objeds  j  it  loves  a  well  imagined  va- 

riety 5  repetition  is  furfeiting  in  all  things. 

In  painting,  as  in  any  thing  elfe,  things 
become  valuable  only  by  comparifon  j  pradice 

and  experience  make  us  learned  in  this  point. 

Colours,  which,  either  by  mixture 

lofe  flrength,  or  become  harmonious  with 

others,  are  called  broken  colours.  Their 

forts  are  infinite,  and  Paul  Veronefe,  for  his 

happy  fuccefs  in  this,  may  be  a  good  copy. 
In  order  to  fucceed  in  it,  he  afFeded  to 

make  choice  of  light  colours,  which  he  made 

more  apparent  by  Hill  lighter  grounds.  His 

P  4  tafte 
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tafle  was  chiefly  for  wrought  ftiifFs,  oi  a 

fweet  colour;  thefe  he  purchafed  at  great 

expence,  tq  paint  after. 

'Tis  wonderful  that  before,  and  even  in 

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  paflages  of  antient  authors,  in  praife  of 

melting  one  objed:  into  another  ;  for  they 

only  obferved  regularity  and  precifenefs  in 
their  outlines. 

So  true  it  is,  that  there  are  times  and 

countries  where  people  blindly  follow  th^ 

prevailing  pradice,  and  where  the  fkilful 

draw  in  their  pupils  to  their  own  habits,  and 

are  looked  upon  by  them  as  infallible.  Hence 

it  appears,  that  it  is  a  great  jiappinefs  for 

thofe  who  defign  to  be  painters,  to  fall  into 
the  hands  of  able  mafters.  But  what  com- 

monly happens  is  this : 
After  the  ftudent  has  made  a  fufficient 

progrefs  in  defign,  and  refolved  to  follow 

painting,  he  puts  himfelf  under  a  mafter, 
whofe  fentiments  he  follows,  and  whofe 

works  he  copies.  By  this  means  his  ey^s 

and  underftanding  are  fo  accuftomed  to  thefe 
works,  that  for  all  the  reft  of  his  life  he  fees 

nature  coloured  in  his  mafter's  manner  ;  and 
yet,  which  is  very  extraordinary,  fuppofe 

both  mafter  and  pupil  to  fee  nature  very  ill, 

I  mean  of  a  contrary  colour  to  what  fhe 

really 
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|"eally  has,  and  fhew  them  any  pidures  of 
Titian,  or  other  good  colourifts,  they  will 

neverthelefs  admire  thofe  pidures,  but  ftill 

retain  the  tints  and  colouring  they  have  been 

always  ufed  to  fo  prevalent  is  habit,  and  fo 

hard  to  quit. 

Wh  a  t  can  we  conclude  from  hence,  but 

cither  that  habit  has  debauched  the  painter's 
eye,  or  he  has  been  negligent  in  correding 

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  pradfce, 
for  one  which  will  coft  much  trouble.  Let 

the  pupil  examirie  himfelf  on  this  point, 
and  without  lofmg  courage ;  and,  after  having 

difcovered  the  right  way,  let  him  ufe  all 
endeavours  to  follow  it. 

After  what  I  have  faid  on  the  pradice 

of  painting,  I  mull  own,  that  I  have  pafled 

many  things  over  in  filence  which  relate  to 

this  fubjed  ;  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  Titian  and  Rubens, 
and  as  the  fludent  himfelf  muft  draw  from 

the  fame  fource,  I  therefore  refer  him 

thither  :  To  Rubens,  in  the  firft  place,  be- 

capfe  his  principles  are  more  apparent,  and 

eafy  to  the  apprehenfion  ;  and  then  to 

Titian,  who  feems  to  have  polifhed  his 

pidures. 
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pidures,  I  mean,  to  have  made  truth  and 
exadlnefs  more  apparent  in  his  local  colours, 
at  a  reafonable  diftance  ;  but  yielding  to 
Rubens  for  grand  compofitions,  and  the  art 

of  fhewing,  at  a  greater  diftance,  the  har- 
mony of  his  whole  together. 

OF 
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OF  THE 

CLARO-OBSCURO. 

^  I  ̂HE  knowledge  of  lights  and  fhades, 
I  which  painting  requires,  is  one  of  the 

mbft  important  and  moft  eflential  branches 

of  the  art.  We  only  fee  by  means  of  light, 

and  light  draws  and  attracts  the  eye  with 

more  or  lefs  ftrength,  as  it  ftrikes  the  ob- 

jeds  of  nature  j  for  this  reafor  the  painter, 
who  is  the  imitator  of  thefe  objects,  ought 

to  know  and  chufe  the  advantageous  effects 

of  light,  that  he  may  not  lofe  the  pains  he 

may  have  taken  in  other  things,  to  be  an 
able  artift. 

This  part  of  painting  includes  two  things, 

the  incidence  of  particular  lights  and  {hades, 

and  the  knowledge  of  general  lights  and 

fhades,  which  we  ufually  call  the  claro- 

ohjcuro.  And  tho',  according  to  the  force  of 
the  words,  thefe  two  things  feem  to  be  the 

fame,  yet  they  are  very  different,  bccaufe 
of  the  ideas  we  are  ufed  to  entertain  of 

them. 

The  incidence  of  light  confifts  in  know- 

ing the  fhadow  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 

pertpedive.  By  the  incidence  of  lights  we 
therefore  underftand  the  lights  and  fhades 

proper  to  particular  objedts.  And  by  the 

word  chrO'Obfcuro  is  meant  the  art  of 
advantageoufly  diftributing  the  lights  and 

fhades  which  ought  to  appear  in  a  pidlure, 

as  well  for  the  repofe  and  fatisfadtion  of  the 

eye,  as  for  the  effect  of  the  whole  together. 

The  incidence  of  light  is  demonftrated 

by  the  hnes  which  are  fuppofed  to  be  drawn 

from  the  fource  of  that  light  to  the  body 

enlightened  j  and  this  the  painter  muft 

flridly  obferve  j  whereas  the  claro-obfcuro 

depends  abfolutely  on  the  painter's  imagina- 
tion, who,  as  he  invents  the  objedts,  may 

difpofe  them  to  receive  fuch  lights  and 

fhades  as  he  propofes  in  his  pidure,  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  the  claro- 

ohfcuro  as  one  whole,  and  the  incidence  of 

particular  light  as  a  part  which  the  claro^ 

obfciiro  prefuppofes. 
But  in  order  to  underftand  thoroughly 

the  meaning  of  this  word,  we  muft  know, 

that  claro  implies  not  only  any  thing  ex- 

pofed to  a  diredl  light,  but  alfo  all  fuch  co- 
lours as  are  luminous  in  their  natures  j  and 

ebfcurOy 
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chfciiro^  not  only  all  the  fliadows  direftly 
caufed  by  the  incidence  and  privation  of 

light,  but  likewife  all  the  colours  which  are 

naturally  brown,  fuch  as,  even  when  they 

are  expofed  to  light,  maintain  an  obfcurity, 

and  are  capable  of  grouping  with  the  (hades 
of  other  objedls:  Of  this  kind,  for  inftance, 

are  deep  velvets,  brown  fluffs,  a  black  horfe', 
polifhed  armour,  and  the  like,  which  preferve 

their  natural  or  apparent  obfcurity  in  any 

light  whatever. 
It  mufl  be  further  obferved,  that  the 

claro-obfcuro,  which  contains  and  fup- 

pofes  the  incidence  of  lights  and  (hades,  as 

the  whole  includes  a  part,  refpedts  that  part 

in  a  particular  manner ;  for  the  incidence 

of  light  and  (hade  tends  only  to  point  out 

•precifely  the  parts  enlightened  and  fliaded  ; 
but  the  claro-obfcuro  adds  to  this  precifenefs 

the  art  of  giving  objeds  more  relief,  truth, 

and  apparency  j  as  I  have  elfewhere  de- 
mon flrated. 

But  more  plainly  to  difcover  the  difference 

between  the  claro-obfcuro^  and  the  incidence 

of  light  5  the  former  is  the  art  of  diflri- 

buting  advantageoufly  the  lights  and  (hades, 

both  in  particular  objedts,  and  generally 

throughout  the  picture  ;  but  it  more  par- 

ticularly implies  the  great  lights,  and 

great  ffiades,  which  are  collecfled  with  an 

induftry  that  conceals  the  artifice.  And  in 

this  fenfe,  the  painter  ufes  it  for  fetting 

objedts 
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objects  in  a  fine  light,  and  repofing  the 

light,  from  diftance  to  diftance,  by  an  artful 

diflribution  of  objects,  colours,  and  accidents  j 

a»d  thefe  are  the  three  ways  which  lead  to  the 

claro-objciiro^  as  we  fhall  further  illuilrate. ' 

I.  T^he  Dijlribution  of  ObjeBs, 

THE  diftribution  of  objedls  forms  the 

malTes  of  the  claro-obfcuro,  when,  by  an 
induftrious  management,we  fo  difpofe  them, 

that  all  their  lights  be  together  on  one  lide, 
and  their  darknefs  on  the  other,  and  that  this 

eolledlion  of  lights  and  {hades  hinder  the  eye 

from  wandering.  T^itian  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  collected 

into  one  bunch,  and  becoming  thus  but  one 

mafs  of  light,  and  one  of  fliade,  the  eye 

embraces  them  as  a  fingle  objed:.  This  in- 
ftanee  muft  not  be  underftood  literally, 

either  a?  to  the  order,  or  the  form,  of  a 

bunch  of  grapes  ;  but  only,  as  an  obvious 

comparifon,  to  {hew  a  conjundtion  of  lights, 
and  alfo  of  fhades. 

2.  T!.he  Bodies  of  Colours. 

THE  diftribution  of  colours  contributes 

to  the  ma{res  of  lights,  and  to  thofe  of {hades, 
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fhades,  whilft  diredt  light  is  of  no  other 

affiftance  in  this  refped:,  than  as  it  makes  the 

objeils  vifible.  This  depends  on  the  painter's 
management,  who  is  at  liberty  to  introduce  a 

figure  cloathed  in  brown,  which  (hall  remain 

dark,  notwithftanding  any  light  it  may  be 
ftruck  with ;  and  the  efFedt  will  be  the 

greater,  as  the  artifice  will  not  appear.  The 

fame  management  and  effed:  may  be  under- 
fbod  of  all  other  colours,  according  to  the 

degree  of  their  tones,  and  the  painter's  oc- 
'  caiion  for  them. 

3.  Accidents, 

TH  E  diftribution  of  accidents  may  be  of 

fervice  in  the  effed:  of  the  claro-ohfcuro  ̂  
whether  in  light  or  in  fhade^  Some  lights 

and  fhades  are  accidental :  Accidental  light 

is  what  is  but  acceffory  to  a  picture,  or 

proceeds  from  fome  accident,  as  the  light 
of  a  window  or  flambeau,  or  other  luminous 

caufe,  which  is  neverthelefs  inferior  to  th© 

original  light.  Accidental  fhades  are,  for 

example,  thofe  of  the  clouds^  in  a  landfkip, 

or  of  fome  other  body  fuppofed  to  be  out 

of  the  picture,  and  giving  advantageous 

fhades.  But  in  the  cafe  of  thefe  flying, 

fhadows,  we  mufl  take  care,  that  the  fup- 
pofed caufe  of  them  be  probable. 

These  feem  to  me  to  be  the  three  ways 

of  pradifing  the  claro-obfcuro but  all  I have 
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have  faid  will  be  to  little  purpofe,  unlefs  I 

make  the  ftudent  fenfible  of  the  neceffity  of 

the  claro-obfcuro^  both  in  the  theory  and 

pradice  of  painting. 

B  u  T  of  the  many  reafons  for  this  necef- 

fity, I  lhall  chufe  to  mention  four,  which 

feem  to  me  to  be  the  moft  important. 

The  firft  is  taken  from  the  neceffity  of 

making  a  choice  in  painting. 

The  fecond  proceeds  from  the  nature  of 

the  claro-obfcuro. 

The  third  from  the  advantage  v^^hich  the 

claro-obfcuro  yields  to  the  other  parts  of 

painting.  And 
The  fourth  is  drawn  from  the  general 

conftitutton  of  all  beings. 

The  firft  Proofs  taken  from  the  Nece/jity  ef 

making  a  Choice  in  Painting, 

THE  painter  feldom  finds  fatisfadlion  in 

cafual  nature,  as  being  generally  fhort  of 

what  he  aims  at.  He  muft,  by  the  help  of 

art,  make  as  good  a  choice  of  her  as  pofli- 

ble,  in  all  her  vifible  effeds,  in  order  to 

bring  her  to  fome  perfedion.  Now  light 
and  (hade  are  the  vifible  effeds  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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nothing  but  the  artifice  of  the  claro-ohfcuro  \ 

wherefore  the  artifice  of  the  claro-obj'curo  is 
abfolutely  neceflary  in  painting. 

The  fecond  Proofs  taken  from  the  Nature  of 
the  Claro-obfcuro. 

THE  fenfes  in  general  have  an  averfion 

for  every  thing  that  difturbs  their  attention  : 

The  eye  is  not  fatisfied  with  bare  feeing  j  it 

muft  alfo  embrace  its  obje6t  with  fatisfadion, 

and  the  painter  muft  remove  every  thing 

that  would  make  it  uneafy.  Now  the  eye  will 

certainly  be  difpleafed,  when  directing  itfelf 

to  its  objedt,  'tis  obftrucfled  by  others  near  it, 
whofe  lights  and  fliades  are  as  app  arent  as 

that  objed  itfelf  j  and 'tis  as  certain,  that  the 
knowledge  of  the  claro  obfciiro  alone  can 

give  to  the  fight  -  a  peaceable  enjoyment  of 
this  objedt;  for,  as  we  have  faid  before,  it  is 

the  claro-obfcuro  which  prevents  multiplicity 

of  angles,  and  hinders  the  eye  from  wander- 

ing, by  means  of  the  groups  of  lights  and 

fhades,  of  which  it  gives  the  knowledge  : 

Wherefore  t\\Q  claro-ohfcuro  is  of  the  greaieft 
confequence  in  painting. 

The  third  Proof  drawn  from  the  Advantage 

ivhich  the  Claro  ob feu ro  yields  to  the  other 

Parts  of  Painting, 

FIGURES  ought 'to  be  well  fer  and 
diftanced,  their  draperies  well  call,  and  the 

paf-iQiis 
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paffions  of  the  foul  finely  exprefled  :  In  a 

word,  each  objed:  fliould  be  chara<5terized 

by  a  juft  and  elegant  defign,  and  by  a  true  and 

natural  local  colour.  But  it  is  as  necclTary 

to  fupport  all  thefe  parts,  and  give  them  a 

good  light,  in  order  to  make  them  the  more 

capable  of  attrading  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'obfcurOy  andconfequentlyeftablifhes 
the  neceflity  of  it. 

The  fourth  Proof ,  drawn  from  the  general 

Confiitution  of  all  Things, 

IT  is  certain,  that  all  beings  tend  to  unity, 

either  by  relation,  or  compofition,  or  har- 
mony J  and  this  as  well  in  things  human  as 

divine,  in  religion  as  politicks,  in  art  as  na-^ 
ture,  in  the  facultie,3  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  preferves,  in 

all  her  productions,  an  unity  refulting  from 

the  many  members  jn  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 

a6t  for  a  principal  motion.  The  faculties  of 

the  foul  are,  at  one  time,  taken  up  with 

one  thing  only,  in  order  to  a<5t  well  j  and  the 

organs  of  the  body  cannot  fatisfad:orily  en- 
joy more  than  one  objed  at  a  time  j  for  if 

you  fet  many  before  them  at  once,  they  will 

not  fix  upon  any ;  and  this  multiplicity  will 

divide  them,  and  intirely  take  away  the 

liberty  of  their  functions.  If,  in  a  publick 

afTembly,  two  or  three  perfons  fpeak  at  once, 

in  the  fame  tone,  and  with  the  fame  force, 

the  ear,  inftead  of  receiving  what  is  faid, 
will  be  flunned  with  a  confufed  noife.  In 

the  fame  manner,  if  we  prefent  to  the  fight 

many  objedts,  diftincft  and  equally  apparent, 

'tis  certain,  that  the  eye  not  being  able  to 
colledt  all  thofe  objedls  at  once,  will  through 

their  divifion  have  fome  pain  in  coming  to  a 

determination.  Thus,  as  in  a  picture  there 

ought  to  be  an  unity  of  fubjedt  for  the  eyes 

of  the  underftanding,  fo  there  ought  to  be  an 

unity  of  objed;  for  thofe  of  the  body.  This 

unity  is  only  to  be  procured  by  the  know- 

ledge of  the  claro-obfciifo^  and  without  it 
we  cannot  view  an  objedl  with  any  eafe  or 
fatisfadlion. 

When  I  fpeak  of  the  unity  of  objecft  in  a 

pidlure,  I  mull  be  underftood  to  mean  fuch 
a  diftance  as  the  eye  can  reafonably  take  in, 

without  being  diftradted  by  manv  diftind  ob- 

Q_2       '  jeds. 
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je6is,  as  ufually  falls  out  in  a  fmall  number 

of  figures.  Pictures  may  be  large,  and  full 

enough  of  work  to  contain  three  groups  of 

clarO'obfcuro  ;  and  then  the  lights  and  fhades 

of  each  group,  being  fufiiciently  fpread,  draw 
and  fix  the  eye  for  fome  time  j  giving  it 

leave,  however,  to  pafs  from  one  group  to 

another  j  and  yet  thefe  groups  of  objects,  and 

of  t\\t  claro-obfciiro^  in  the  famepidture,  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  fubjedt  as  much  as  pof- 
fible.  This  fubordination  of  groups  creates 

a  further  unity,  which  we  call  the  whole 

together ;  but  care  mufl  be  taken,  that  thefe 

groups  neither  range  too  much,  nor  look 
flarch,  nor  confufed,  nor  be  alike  in  fliape  j 

for  'tis  indifferent  to  the  eye,  whether  the 
maffes  of  the  claro-obfcuro  be  of  a  convex, 
or  concave,  or  any  other  figure. 

W  E  mufi:  only  obferve,  that  tho'  in  great 
works  the  mafies  of  light  and  fhade  neceffa- 
rily  affift  each  other,  yet  the  mafiJes  of  lliade 

muft  not  fo  forcibly  contribute  to  the  repofe 

of  the  eye  as  to  leave  it  in  a  ftate  of  inadion 

with  regard  to  the  light  mafies.  The  painter 

fhould,  in  this  point,  imitate  the  orator, 
who,  when  he  would  fix  the  attention  of  his 

audience  upon  a  certain  particular  pafi^age, 
which  he  would  illufi:rate  and  enforce,  be- 

gins with  fomething  of  lefs  confequence, 

and, 
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and,  after  having  fixed  the  object  in  the  mind, 

of  his  hearers,  he  refreflies  them  with  fpeak- 

ing  of  fomething  more  temperate ;  but  with- 

out ever  fuffering  their  attention  to  fuig. 

In  the  fame  manner  the  painter  makes  his 

lights  to  Ihine,  and  fupports  them  by  malT^s 

of  brown,  which  repofe  the  eye,  without 

hindering  its  being  entertained  by  objedts 

lefs  apparent. 

We  may  even  Tomctimes  introduce  Tingle 

objedis,  but  it  mull  be  done  with  prudence, 

and  they  muft  be  brown  in  the  light  mailes, 

and  light  in  the  brown,  either  lor  breaking 

through  too  great  filence  in  a  picture,  or  for 

loofening  Ibme  figures,  or  for  taking  away 

affedation  from  the  work.  In  a  word,  the 

whole  fliould  fo  appear  as  if  every  thing  fell 

out  by  chance. 

But  I  muft  own,  that  every  painter  has 

not  the  gift  of  thus  concealing  the  ariifice  of 

the  claro-obfciiro^  and  executing  it  with  in- 

duftry.:  It  requires  as  much  revledion  and 

delicacy,  as  it  ftarts  new  difficulties  in  every 

new  fubje6l.  The  geniufes  proper  for  it  arc 

jfuch  as  pierce  through  every  thing,  and 

know  how  to  acquit  themfelves  happily  of 

what  they  undertake. 

WE'mighthere  add,as  afurther  proof  Ox^the 
force  and  neceffity  of  the  claro-obfcuro^  the 

praifes  which  painters  themfelves  always  be- 
ftow  on  the  works  where  that  artifice  appears, 

and  alfo  on  the  authors  of  them. 

-  CL3  In 
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In  efFe(5t,  whoever  will  refledt  on  the 

advantages  which  all  the  parts  of  painting 

receive  from  the  claro-objcuro^  muft  own, 

that  any  pidure,  be  it  ever  fo  corredt,  and 

ever  fo  faithful  in  defign,  and  local  colour- 

ing, is,  without  that  artifice,  dull  and  tafte- 

lefs  J  whereas  another  painting,  where  the  de- 

fign, and  the  local  colours  are  but  tolerable,  if 

fupported  by  the  faid  artifice,  will  not  fuffer 

the  fpedlator  to  pafs  unconcernedly  by  ;  it 
will  even  call  to  him,  and  detain  him  for 

fome  time,  whether  he  have  a  tafle  for 

painting,  or  not.  What  then  would  be  the 

effecft,  if  the  elaro-obfcuro  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  uot  be  improper  to 

give  here  the  principal  explications  of  the 

efFeft  of  the  claro-obj'curo^  to  let  the  reader 
at  once  into  what  has  been  faid  upon  this 

fubjed:. 

Fig,  I.  Plate  II.  proves  the  unity  of  an 
objedt,  as  it  has  been  treated  in  the  difcourfe 

of  Difpofition.  We  fee  there  alfo  a  de- 

monftration  of  objeds  entering  the  pidure 
in  perfpedive  :  Both  diminilh  equally  in 
force  as  they  recede  from  the  centre  of  vi- 

fion.  Their  only  difference  is,  that  the  latter 

decreafe  in  magnitude,  according  to  the  rules 

of  perfpedive,  as  they  go  off  from  the  faid 

centre  5  and  the  forpier,  which  only  extend 

to 
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to  the  right  and  left  of  that  centre,  grow 

fainter  by  diftance,  without  lofing  their  forms 

or  bignefs. 

Fig.  II.  of  Plate  II.  fliews  how  to  handle 

a  particular  objedt,  in  order  to  give  it  relief  j 

which  is,  to  ufe,  in  the  fore-part,  the  moll 

lively  light,  and  ftrongeft  fliades,  always  pre- 
ferving  the  refleded  lights,  near  the  turning 
on  the  fide  of  the  fliade. 

Fig.  III.  of  Flate  11.  proves  the  necefTity 

of  grouping,  for  the  fatisfadion  of  the  eye. 

This  was  'Titian^  great  rule,  and  ought  flill 
to  be  the  rule  of  thofe  who  would  obferve 

in  their  paintings  that  unity  of  objed,  which 

with  fkilful  colouring  conftitutes  all  the  har- 

mony of  the  art. 

Fig.  IV.  of  Plate  II.  (hews  the  neceffity 

of  preferving  unity  of  objedt  in  making 

groups,  according  to  the  bignefs  of  the 

pidure,  and  the  number  of  its  figures  ;  for, 

as  we  have  faid,  we  muft,  to  pleafe  the  eye, 

fix  it  by  a  predominant  group,  which,  by 

means  of  the  repofes  caufed  by  a  fpread  of 

lights  and  fhades,  does  not  hinder  the  effedt 

of  other  groups,  or  fubordinate  objeds ;  for, 

if  the  objeds  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. 

Much  more  might  be  faid  on  the  fubjed 

of  lights  and  fhades,  which  indeed  is  of 

great  extent;   but  I  content  myfelf  with 
■  '  giving, 
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giving,  according  to  my  notion,  an  idea  of 

the  claro-obfciiro^  and  fhewing  the  feveral 
meihods  of  pradifing  it,  together  with  its 

abfoiate  neceffity  in  painting.  Thofe  who 

would  know  more  of  it,  may  confult  my 

commentary  on  du  Frejmy\  poem,  begin- 
ning at  the  ibjfh  verfc,  and  continued  for 

feven  or  eight  leaves  following. 

Sculptors,  as  well  as  painters,  when 

they  have  occalion,  may  pra^tife  the  claro- 
ohfciiro  by  the  difpofition  of  their  figures, 

or  by  the  place  where  their  work  is  to  Iland. 

The  cavalier  Bernini  has  left  pofterity  fome 
ilkiftrioas  inftances  of  this  in  fome  churches 

of  Rome,  where  he  has  difpofed  the  fculpture 

to  the  lights  of  the  windows,  or  elfe  has 

pierced  the  windows  for  an  advantageous 

opening,  when  he  had  leave,  in  order  to  let 

in  fuch  a  light  as  might  produce  an  extra- 

ordinary cired:,  and  awaken  the  fpedlator's 
attention  ;  but  the  fkilful  fculptor  may  go 

yet  further,  by  adding  to  the  claro-ohfcuro 
the  local  colours,  if  he  underftands  them  ; 

Of  this  we  have  two  wonderful  examples  at 

Monf.  le  Hays  in  the  Grenelle-Jireet,  in  the 
fuburbs  of  St.  Germaim.  They  are  in  two 

cafes  ;  one  is,  the  defcent  frpm  the  crofs  \ 

and  the  other,  the  adoration  of  the  Jhepherds. 

Thefe  two  fubjeds  are  fo  profoundly  and 

beautifully  handled,  that  I  believe  the  pub- 
lick  will  be  pleafed  with  their  defcription  j 

and  tho'  1  have  drawn  it  with  all  poffible exadnefs, 
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exactnefs,  yet  I  queftion  not  but  the  curious 

will  find  it  far  (hort  of  the  fublime,  which 

the  abbot  Zumbe^  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  j  but  I  have 

thought  it  would  be  more  fo  to  referve  it 
for  a  fecond  edition,  which  is  going  to  be 

publifhed,  of  my  Lives  of  the  Taint ers  j 

wherefore  I  fhall  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  might  not 

be  interrupted. 

O  F 
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O  F   T  H  E 

O   R    D   E  R 

Which  ought  to  be  Obferved  in  the 

Study  of  PAINTING. 

MOST  of  the  Ikilful  painters  have 
taken  great  pains,  and  fpent  many 

years  in  the  fearch  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  be^n  convinced 

by  experience,  principally  concerns  youth ; 
and  it  is  youth  efpecially,  who,  while  they 
are  greedily  purfuing  knowledge,  have  need 

of  light  to  condud  them  orderly  to  the  point 
they  aim  at. 

Painting  may  be  confidered  as  a  fine 

parterre,  genius  as  the  ground  or  foil,  principles 
as  the  feeds,  and  good  under/landing  as  the 

gardener  who  prepares  the  earth  for  receiving 
the  feeds  in  their  fcafons,  and  raifes  all  forts 

of  flowers  both  for  profit  and  delight. 

'Tis 
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"Vis  certain  that  the  genius,  which  gives 
birth  to  the  fine  arts,  cannot  lead  them 

to  perfection  without  culture  j  that  culture 

is  impradicable  without  the  direction  of  the 

judgment  ;  and  that  judgment  is  of  no  ufe, 

unlefs  grounded  on  true  principles.  We  muft 

therefore  fuppofe  a  genius  in  all  our  under- 

takings, which  would  otherwife  be  lame 

and  imperfedt.    It  muft  be  owned,  that  all 

ages  are  not  equally  rich  in  producing  real 

geniufes,  and  that  art  grows  weak  for  want 

of  fkilful  men  :  But  this  ought  not  to  dif- 

courage  fuch  as  endeavour  to  be  as  good  as 

they  can.    The  earth  yields  according  to  its 

flrength,  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,  not  only  in  the  feveral 

profeffions,  but  even  in  the  feveral  parts  of 

the  fame  art  or  fcience.    In  painting,  for 

in  fiance,  one  may  have  a  genius  for  por- 

traiture or  landfkip,  for  beafts  or  flowers ; 

but  as  all  thefe  parts  meet  in  a  genius  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  fliould 

fucceed  better  than  others,  this  is  the  com- 

mon, effed:  of  its  being  more  employ 'd  in 
this  part  of  painting;  and  becaufe,  feeling  a 

talent 
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talent  for  hiftory,  it  has  embraced  this  part 

with  pleafure,  and  had  more  frequent  oc- 
cafions  to  examine  and  pradtife  it.  But  let 

this  be  faid,  without  derogating  from  thofe 

geniufes,  which,  after  being  inlarged  enough 

to  llicceed  in  hiftory,  have  applied  them- 
felvqs,  either  occafionally,  pr  through  tafte, 

to  one  part  of  painting,  rather  than  another : 

For  painting  ought  to  be  conlideredas  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  j  but  if  we  make  our  abode  at  that 

inn,  becaufe  we  find  beauties  there  agreeable 

to  our  tafte,  or  fuiting  our  interell,  and 

therefore  are  fatisfied  to  view,  at  a  diftance, 

or  rather  to  hear  talk  of  our  journey's  end, 
we  muil:  never  exped  to  finifli  our  pilgrimage, 

and  come  up  to  the  perfeftion  of  painting. 

This  is  certainly  the  cafe  of  thofe,  who 

intend  to  be  painters,  and  yet,  paflingthro'  the 
parts  of  the  art,  are  flopped  by  the  charms  of 

fome  of  them,  without  con fidering  that  perfed; 

painting  arifes  only  from  the  perfection  and 
union  of  them  all.  What  is  therefore  of  the 

greatefl  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. 

But  a  pupil's  difpofition  for  inftrudlion 
may  poffibly  caiife  an  averfion  in  a  mafter, 

through  fear  of  lofing,  in  a  fmall  time, 

the  fruits  of  his  long  experience ;  for, 

by  imparting  his  hghts,  he  may  be  either 

equalled  or  furpaffed  by  his  pupil.  To  this 

I  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 
inftrudt  the  ignorant  ;  I  mean,  fuch  as  have 

talents  to  learn  3  and  'tis  impolitick,  becaufe 

the  mafter's  reputation  fpreads,  and  is  pre- 
ferved,  by  that  of  his  difciples,  who  tranfmit 

to  pofterity  the  glory  of  their  inih-ud:ors. 
If,  among  the  fkilful  painters,  fome  of 

the  youngeft  plead  intereft  againfl  commu- 

nicating their  lights  and  fecrets,  and  it  be 

thought  a  fufficientreafon,  yet  we  cannot  ex- 
cufe  the  more  advanced  in  age,  nor  thofe 

whofe  reputation  is  fixed  j  becaufe,  far  from 

running  any  rifque,  their  good  intentions  will 

be  a  fatisfadlion  to  themfelves,  and  procure 

them  the  praife  of  others ;  for,  What  do 

fuch  maflers  ?  They  only  find  methods  for 

removing  difficulties,  fhortening  time,  and 

putting  their  difciples  in  a  way  to  perfedt 

their  tafle  and  genius. 

I  AM 
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I  A  M  aware,  that  able  painters  (I  mean 

in  general)  may  have  taken  different  methods 

of  ftudy,  and  therefore  muft  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  found  it  till 

very  late,  and  who  after  being  better  in- 
truded, and  having  difabufed  themfelves, 

would  be  very  capable  of  pointing  out  to 

youth  the  beft  methods  of  ftudy  j  but  my 

furprize  at  the  many  years  ufually  affigned 

for  this  ftudy,  obliged  me  here  to  give  my 

thoughts  upon  the  fubjed,  and  upon  the 
order  I  could  wifh  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  fhew  itfelf  by  practice, 

they  may  be  fuffered  to  go  on,  if  they  have 

any  J  or,  if  they  have  none,  maybe  employ 'd 
about  things  for  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  to 

advantage,  in  order  to  prevent  the  general 

indifference  people  have  for  reading,  for 

want  of  its  being  familiar  to  them  in  their 

youth. 
5 
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youth.  And  as  painter^  (land  in  great  need 

of  the  helps  arifing  from  thence,  the  firft 

books  put  into  the  {Indent's  hands  fhould  be 
fuch  as  are  agreeable,  and  fitting  his  age,  to 

give  him  a  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  foever  one  begins 

painting,  every  ftudent  advances,  more  or 

lefs,  in  proportion  to  his  genius.  Some  are 

drawn  by  their  genius,  and  follow  it ;  others 

,  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 

ftudy,  I  think  the  ftudent  fliould  begin  very 

young,  according  to  the  ufual  cuftom  of 

pupils. 
Pliny  tells  us,  that  when  Alexander 

the  Great  affigned  to  painting  the  firft  rank 

among  the  liberal  arts,  he  at  the  fame  time 

ordered,  that  young  people  of  condition 

fhould  before  all  things  learn  to  defign. 

Alexander,  in  fo  doing,  could  have  no  other 

view  than  forming  the  tafte  of  his  principal 

fubjedts,  by  that  difpofition  to  painting  which 

defign  gives  the  mind. 

I N  efFedt,  the  firft  fruit  of  defign  is  the 

exadtnefs  it  creates  in  the  eye  of  thedefignerj 

and  its  firft  ufe  is  to  make  a  general  di- 

ftindlion  in  the  characters  of  objeds,  and 
then 
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then  to  imprint  on  the  mind  the  principles 

of  what  is  good  in  the  fine  arts  j  and,  at 

laft,  the  tafte  being  formed  by  a  progrefs  in 

thefe  principles,  the  defigner  thus  becomes 

more  capable  of  judging  of  the  works  both 
of  art  and  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  objedt  that  offered. 
Pa*i  n  t  e  r  s  and  fculptors  have  the  greater 

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  firfi:  thing  which  ought  to  be  con- 
fidered,  in  the  purfuit  of  an  art  which  we 

propofe  to  follow  all  our  life,  is  to  make  a 

proper  diftribution  of  our  time,  and  to  allow 

each  ftudy  as  much  of  it  as  it  requires.  In 

our  younger  years,  for  inftance,  when  rea- 
fon is  weak,  and  refiedions  u]ifeafonable, 

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  have  them  take. 

If  this  be  fo,  there  are  but  two  exercifes 

proper  for  the  ftudent  in  his  early  years:  The 

pne  is,  to  accufiom  his  eye  to  exadnefs,  in 

faith- 
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ifkithfully  fetting  down  on  paper  the  di- 
\  menfions  of  die  objecfts  he  copies,  and  the 

6ther,  to  ufe  his  hand  to  the  crayon  and 

pen,  till  he  has  got  a  necefTary  facility  in 
defigning  j  for  exadnefs  of  eye,  and  facility 
of  hand,  are  the  two  inlets  to  defign. 

'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  importance 

to  the  ftudent,  'tis  more  fo  to  an  academy  j 
for  if  they  will  but  attend  to  their  own  fup- 

port  and  advancement,  they  muft  look  upon 

it  as  neceffary  to  admit  no  fcholar,  who  has 

not  before  fufHcientlypradifed  drawing  after 

defigns  and  plafters,  that  is,  who  has  not 

acquired  an  exadnefs  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  fome 

years,  relying  more  upon  the  time  they  have 

Ipent,  than  the  progrefs  they  have  made, 

they  rallily  fet  up  as  competitors  for  the 

prize,  of  which  they  are  wholly  unworthy. 

Afterwards  it  happens,  -  in  cqnfeqaence  of 

R       '  this. 
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this,  that  thofe  who  pretend  to  the  prizes  of 

painting,  being  chips  of  the  fame  block  of 

ignorance,  yield  the  fame  fruit,  either  bad 
or  infipid. 

The  young  ftudent  ought,  in  the  next 

place,  to  learn  geometry  j  becaufe,  as  he  is 
now  advanced  fo  far  as  to  refledt  and  reafon 

upon  all  the  parts  of  painting,  with  which 
it  is  necelTary  to  be  thoroughly  acquainted  5 

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. 

Th  E  N,  as  perfpedtive  prefuppofes  geome- 
try as  the  foundation  of  it,  it  is  natural  to 

place  it  next,  and  to  apply  to  it  with  the 

greater  attention,  as  nothing  can  be  done  in 

painting  without  it. 
B  Y  this  time  the  ftudent  may  be  fuppofed 

to  have  got  an  habit  of  copying  with  eafe  all 

forts  of  defigns,  and  of  defigning  all  forts  of 

pictures ;  and  yet  this  habit  muft  not  be  con- 
lidered  otherwife  than  as  a  difpofition  ne- 

cefl'ary  for  attaining  defign. 
In  this  view  the  young  ftudent  muft  con- 

fider  the  imitation  of  fine  nature  as  his  chief 

aim,  and  be  acquainted  with  the  exterior 

characters  of  all  the  forms  fhc  produces. 

And  beginning  with  her  mafter-piece,  man, 
he  mull  underftand  anatomy,  and  human 

proportion,  becaufe  thefe  two  parts  are  the 

bafis  of  defign.    Anatomy  eftablifhes  the folidity 



Study  d/*  P  A  I  N  T  I  N  G.     ̂ 4  J 
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  proportions  the  exa6t 

regularity  of  nature  in  her  firft  intentions. 

In  fine,  both  thefe  parts  mutually  affift  t6 

make  a  defign  folid,  and  perfedly  corredt. 

Tho'  thofe  two  parts  feem  to  be  linked 
together,  yet  it  is  beft  to  begin  withanatomy^ 

as  being  the  offspring  of  nature,  whereas 

proportion  is  the  produdl  of  art ;  and  if  pro- 
portion arife  from  good  choice,  good  choice 

owes  its  origin  to  nature* 

I N  the  ftudy  of  the  proportions,  the  ge- 
neral ones  mufti  in  the  firft  place,  be  well 

underftood  j  I  mean,  fuch  as  generally  fuit 

each  part,  fo  as  to  make  a  Jinijhed  whole. 
Thus,  we  muft  know,  how  an  head^  footj 

or  hand,  ought  to  be  made,  and,  in  fhortj 

the  whole  body,  in  order  to  form  a  perfe<5t 
man. 

But  nature  being  various  in  her  pra^ 

dudtionSj  we  muft  obferve  what  (he  pro- 
duces that  is  fineft  in  the  different  characters 

of  men,  arifing  from  the  diverfity  of  their 

ages,  countries,  and  profeffions. 
Nature  indeed  affords  fiich  a  variety 

as  is  infinite  ;  but  as  her  riches  have  their 

allay,  'tis  beft,  at  firft,  to  have  recourfc  to 
the  antique  for  an  exquifite  choice  in  all  the 

ages  and  conditions  of  life.  The  antique 

figures  not  only  contain  every  thing  that  is 
R  2  moft 
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moft  beautiful  in  the  proportions,  but  are  in 

themlelves  the  very  fources  of  grace,  ele- 

gance, and  expreffion  :  and  the  ftudy  of 

them  is  the  more  neceffary,  as  'tis  the  path 
that  leads  to  beautiful  truth.  And  this  we 

muft  purfue,  without  regard  to  the  time  it 

may  take  j  for,  fince  the  antique  is  the  rule 

of  beauty,  we  mufl  perfift  in  defigning  after 

it,  till  we  have  formed  a  juft  and  ftrong  idea  of 

it,  that  may  help  us  to  view  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 

condud,  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  the  works  of  thofe  times, 

and  a  particular  one  characterizing  each 

figure,  according  to  its  age  and  quality  j  and 

this  muft  be  the  fubjed:  of  the  ftudent's  care- 
ful reflections,  according  to  the  compafs  of 

his  improvement  and  penetration. 

Having  fpent  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  objed:j  both 

fuch  as  it  is,  and  fueh  as  it  ought  to  be. 

By  thefe  firft  ftudies  we  difcern  the  defeats ^  
Of 
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of  our  copy,  and  how  far  'tis  fliort  of  per- 
fedtion  ;  and  our  ideas  inform  os,  what  muft 

be  added  to,  or  taken  from  the  hfe,  to  make 

it  as  perfed:  as  we  think  it  ought  to  be. 

'T I  s  here  therefore  we  ought  to  place 
the  ftudy  of  the  model  ;  which,  with  con- 

trail and  ponderation,  completes  the  fludy 

of  -tihe  attitudes. 

As  in  fetting  a  model  'tis  necefTary  to  find 
an  attitude  that  has  a  natural  contraft,  and 

fhews  its  fineft  parts,  it  is  alfo  necefTary  to 

give  it  relief  and  roundnefs  :  but  as  the  relief 

and  roundnefs  of  one  particular  objedt  is  not 

fufficient  in  a  company  of  figures  j  and  as,  to 

pleafe  the  eye,  and  for  the  effed;  of  the 

whole  together,  there  muft  be  a  knowledge 

of  lights  and  {hades,  which  is  called  the 

clarO'Obfcuro ;  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  effedt  calls  to  the  fpedtator, 

as  it  fupports  the  compofition  of  a  pidure, 

and  as  without  it  any  pains  beftowed  on 

particular  objects  would  be  loft  labour. 

After  this  part  of  painting  is  well  un- 
derftood,  it  is  properj  in  order  to  root  it 

deep  in  the  mind,  to  view  attentively  the 
prints  of  thofe  mafters  whq  beft  underftood 

lights  and  ftiades,  and  to  go  to  the  bottom 

©f  this  knowledge,  in  order  to  confirm  the 

R  3  ftudent 
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ftudent  in  that  of  the  claro-obfcuro.  He 
muft  alfo  have  a  general  acquamtance  with 

the  prints  and  defigps  of  the  great  mafters, 

to  Ihew  him  how  they  managed  both  in 

compoiition  and  fimple  figures. 

Good  prints,  as  well  as  good  drawings, 

are  alfo  proper  to  warpi  the  genius,  and  ex- 
cite it  to  produce  the  like.  We  are  made 

fenfible  of  the  charade r  of  each  objecft  by  its 

different  drawing  and  handling ;  and,  having 

copied  after  good  mafters,  we  perceive  that 
thofe  fine  touches  and  handlings  are  the 

jfoul  of  defign.  Thefe  we  muft  imprint  in 

our  mind,  in  order  to  gain  more  difpofition 

and  facility  to  obferve  in  nature  the  man^ 

ner  of  expreffing  the  character  of  objects. 
The  ftudent  muft  ufe  all  his  endeavours  to 

feed  his  eye  with  the  fight  of  thefe  fine 
things. 

But,  to  rivet  them  in  his  meniory  and 

underftanding,  it  will  be  convenient  to  copy 

and  make  extracts  of  their  fineft  parts,  fuch 

as  he  moft  wants,  or  his  genius  chiefly  leads 

him  to :  'Tis  in  fuch  cafes  that  intelligent 
and  fmcere  friends,  who  often  know  our 

weaknefies,  and  the  bent  of  our  genius,  bet- 
ter than  ourfelves,  may  afiift  us  with  their 

coujifels  and  knowledge,  if  confulted. 

Thus  far  painting  and  fculpture  have 

gone  hand  in  hand  5  for  I  fuppofe  the 
fculptor  to  be  ufed  to  defigning  on  paper, 

as  I  defire  the  painter,  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 

nature  :  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  diredt  the  painter,  in  order  to  bring 
him  to  the  end  of  his  career. 

The  method  I  have  thus  far  pointed  out, 

only  relates  to  the  fliudy  of  defign  j  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  to  do 
what  we  can  eafily  do. 

These  reflexions  are  certainly  not 

groundlefs.  But  to  comply,  in  fome  mea- 
fure,  with  the  weaknefs  of  men  who  do 

almofl:  every  thing  by  habit  ;  I  think  that 

the  ftudent  (hould,  in  the  courfe  of  defign- 

ing, fometimes  handle  the  pencil  and  colours, 

to  make  this  part,  through  early  cuilom,  a 

pleafure  to  him.  But  if  we  go  to  the  bot- 
tom of  thefe  inconveniences,  they  will  not 

R  4  appear 
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appear  to  proceed  from  not  colouring  early, 

but  from  beginning  ill  j  I  mean,  either  copy- 

ing at  firft  after  bad  things,  or  being  tutored 

by  a  mafter  who  had  not  the  principles  of 
colouring. 

W  E  naturally  quit  a  bad  manner  of  de- 

figning,  as  may  be  obferved  in  thofe  who 

defign ;  for  they  become  more  corredt  by 

practice,  and  by  change  of  objed:  and  model; 
but  it  is  very  rare  to  exchange  a  bad  manner 

in  colouring  for  a  better  :  I  fay,  that  it  is 

not  impofllble,  but  very  rare.  Raphael^ 

Michael  Angela  J  Leonardo  da  Finely  ytilio 

Romajto,  and  other  great  mailers  of  thofe 

times,  followed  the  fchools  and  the  pra(flice 

of  the  places  where  they  were  educated  ; 

and  fpent  their  whole  lives  without  truly 

vmderllanding  good  colouring.  Even  in  our 

own  times,  Voef%  difciples,  tho'  numerous, 
and  men  of  good  fenfe,  have  not  been  able, 

whatever  they  could  do,  to  fhalce  off  their  • 

mafter's  bad  manner.  We  have  further 
inftances  of  young  painters,  who,  by  beginning 

to  copy  pictures  of  trivial  colouring,  have 

retained  that  manner  in  every  thing  they  co- 

loured ;  making  it  as  a  glafs,  through  which 

they  faw  nature  coloured  like  their  paintings. 

.From  hence  we  may  infer,  that  a  young  man, 

who  begins  with  copying  an  ill-coloured 
pi6ture,  f wallows  a  poifon,  with  which  he 

himfelf  will  taint  all  his  future  perform- 

ances, '  ■  . But 
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But  a  folid  judgment,  and  good  education, 
can  furraount  difficulties,  and  corred  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  refrelh 

himfelf  fometimes,  by  interrupting  the  order 

of  ftudy  I  am  going  to  lay  down. 

The  {Indent's  firft  care  muft  be  to  begm 
with  copying  what  he  finds  beft  coloureai^ 
mod  finifhed,  and  moft  freely  penciled  in  the 

works  of  the  great  m^fters  ;  among  whom 

Titian,  Rubens,  and  Vandyke,  are  of  the  firll 

rank  :  Vandyke  chiefly,  with  regard  to  be- 

ginners, becaufe  his  good  colouring  is  joined 
with  freedom  of  penciling. 

As  colouring  is  not  farther  valuable  than 

it  perfectly  imitates  nature,  the  ftudent, 

after  having  obtained  fome  habit  from  the 

beft  pi(5tures,  muft  alfo  copy  after  nature 

herfelf,  examine  and  compare  it  with  the 

works  of  the  great  mafters.  This  pradice 
will  accuftom  his  tafte  to  an  idea  of  truth, 

and  his  eye  to  fee  truth  without  any  cloud 
or  obftruchion. 

After  having  thus  acquired  a  good 

habit,  and  put  his  tafte  in  a  condition  to 

fear  nothing,  he  may  copy  pictures  of  all 

manners,  if  he  finds  any  thing  in  them  to 

entertain  the  adivity  of  his  genius;  biit, 

like  the  bees,  which  gather  their  honey  from 

feveral  good  flowers/  he  ftiould  chiefly  copy 
excellent 
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excellent  pieces,  fuch  as  are  befl:  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 
make  a  coUedlion,  as  well  for  common  ufe 

in  the  way  of  his  bufincfs,  as  to  keep  up 
his  tafte,  or  to  feed  his  curiofity. 

Being  come  to  this  pitch,  and  fo  fur- 

n^ed,  the  young  painter  may  fly  with  his 
own  wings,  and,  by  reading  or  refle(3:ing, 

raife  his  thoughts,  and  exercife  his  imagin- 

ation, in  compofing  variety  of  fubjedls, 
adorning  them  with  fuch  choice  of  beauties 
as  nature  affords  in  abundance. 

But  let  him  remember  above  all  things 

never  to  fet  about  a  pidture  till  he  has  firft 

made  a  flight  flcetch  of  it  in  colours,  where 

he  may  give  a  loofe  to  his  genius,  and  re- 

gulate the  motions  of  it  afterwards,  in  the 

objedls,  and  in  the  elfeft  of  the  whole  toge- 

ther. This  flcetch  mufl:  be  made  as  quickly 

aspoflible,  after  he  has  fixed  his  thought, 

that  the  fire  of  his  imagination  may  not  have 

time  to  evaporate ;  and,  being  only  a  loofe 

flcetch,  as  we  fuppofe  it,  he  may  afterwards 

alter,  add,  or  diminifli,  either  incompofition 

or  colouring,  as  he  thinks  fit. 

And  now,  having  brought  things  to  his 

inind,  he  mufl;,  before  he  begins  to  dead- 

colour  the  great  pidture,  confult  every,  thing 

he  has  by  him  that  is  moft  beautiful  cither 

in  nature  ox  the  antique,  and  proper  for  his 
fubjedt. 
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fubjedt,  and  draw  exadlly  after  each  of  them 

in  their  proper  places,  to  fave  himfelf  the 

trouble  and  vexation  of  alterations,  and  do- 

ing one  thing  twice.  In  this  point  Raphael 
went  further :  His  method  was,  to  pafte  as 

many  papers  together  as  made  the  lize  of 

his  pidure;  and  after  having  corredly  de- 

figned,  and  put  all  things  in  their  places, 
he  transferred  this  cartoon  to  the  ground  he 

intended  to  paint  on. 

Ye  t,  if  after  all  thofe  precautions  it  (hould 

ftill  be  neceflary,  for  the  effed:  of  the  picture, 

to  make  fome  alterations,  it  will  be  prudent 

not  to  negled:  them  ;  the  trouble  will  not 

be  great,  and  there  will,  befides,  be  no  room 

to  reproach  ou^-felves  with  any  negleft. 
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. 

Of  all  geniufes,  I  believe  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  for 

want  of  fome  method.  But  as,  in  a  ma- 
chine. 



252      Of  Okb  e  r,  &c. 

chine,  the  bad  difpofition  of  the  wheels 

retards  the  motion,  fp  the  parts  of  painting, 

diforderly  ftudied,  confufe  the  underftand- 

ing  and  memory,  and  make  things  difficult 
either  to  be  underftood  or  .remembred  : 

Wherefore  the  beft  way  is,  to  put  our 
lludies  into  fome  order  not  inconfiflent  with 

a  rcafonable  liberty. 



C  253  ] 
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DISSERTATION, 

WHETHER 

Poesy  be  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  celebrated  authors. 

But  as  people  do  not  always  agree,  even  in 

points  that  are  moft  received  j  I  find  there 

are  fome  perfons  of  great  diftin(ftion,  who 

have  expreffed  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  5 

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 difcburfe, 

tiot  to  aflert  any  thing  but  what  is  fup- 

ported  by  the  beft  authorities,  both  antient 

and  modern  ;  and  I  muft  premife,  that 

where  I  mention  poetry  or  painting,  each  of 

thefe  arts  is  fuppofed  to  be  in  its  highefl  de- 

gree of  perfection. 
It  is  not  poetry  therefore  I  am  going  to 

attack,  but  it  is  painting  I  am  to  defend. 

When  at  length,  through  exercife  and  re- 
fleClion,  both  thefe  arts  appeared  in  their 

greateft  luftre,  men  of  extraordinary  genius 

gave  the  publick  their  rules,  as  well  as  pro- 
ductions, in  each  of  them,  to  ferve  as  guides 

to  pofterity,  and  to  give  an  idea  of  their 

perfection,  Y^t  both  have  been  unhappily 

neglected,  ever  lince  the  fall  of  the  Roman  em- 

pire, till  thefe  latter  ages,  when  Raphael  and 

^Titian  for  painting,  and  Corneille  and  Racine 
for  dramatick  poetry,  have  ufed  their  utmoft 

efforts  to  revive  them,  and  bring  them  to 

their  original  perfection. 

There  is,  however,  this  difference  be- 

tween them,  that  poetry  has  only  difap- 
pearedj  and  is  preferved  pure  and  entire  in 

the  works  of  Horner^  Efchylus^  Sophocles, 

Euripides^  and  Arijtophanes,  and  in  the 

rules  »f  Afifiotle  and  Horace.  Thus  the 

way  for  latter  poets  was  plainly  pointed  out, 

and  the  true  idea  of  poefy  preferved,  or,  at 

leafl,  eafily  recovered  :  whereas  painting 

has  been  intirely  annihilated,  both  by  the 
lofs 
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lofs  of  the  many  volumes,  which,  according 

to  Pliny^  the  Greeks  wrote  on  the  fubje<ft, 

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, 

I F  therefore  there  be  nothing  left  to  give 

us  a  juft  idea  of  painting,  as  prad:ifed  by  the 
antients,  that  is,  when  arts  were  in  their 

greateft  perfedion  ;  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 

as  in  its  antient  efteem  and  perfection  among 
the  Greeks y  have  not  given  the  leaft  attention 

to  it  as  revived  in  thefe  latter  ages,  and  now 

prad:ifed  ;  and  yet  poffibly,  when  they  meet 

a  picfture,  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-eftabli(hment  is  not  guided  by  fuch  certain 
principles,  and  fuch  perfed  works,  as  poefy; 

yet  nothing  hinders  our  conceiving  a  juft 

idea  of  it  by  the  works  of  the  heft  painters, 

who  have  revived  it,  and  by  what  we  gather 
from  thofe  who  have  laid  down  the  rules  of 

poefy,  as  Ariftotle  and  Horace, 

The 
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The  former  affirms  in  hi^Poetica^ ^Thai 

tragedy  is  more  perfeSi  than  the  efick  pcem  i, 

hecauj'e  it  produces  its  effeB  better^  and  yields 
more  pleafure.  And  in  another  place  -j'  he 
fays,  T^hat  painting  yields  an  extreme  Jatif- 

faction  J  becaiife  it  comes  Jo  perJeBly  to  its 
end^  which  is  imitation^  that  fuch  objeBs 
as  we  cannot  behold  in  nature  without  hor- 

ror^ give  us  in  painting  an  exqiiijite  plea- 
Jure.  He  adds,  ihat  painting  inftrudfs^  and 

affords  matter  of  reafoning^  not  only  to  philo- 

J'ophers^  but  to  every  one.  And  further, 
meafuring  the  beauty  of  the  two  arts  by  the 

pleafure  they  afford,  by  their  manner  of  in- 

ilrudion,  and  by  the  way  they  take  in  coming 
to  their  end,  he  fays,  ihat painting  yields  an 

extreme  pleafure^  inJiruSis  more  generally^ 

and  comes  mojl  perfeBly  to  its  end.  This 

philofopher  therefore  is  very  far  from  pre- 

ferring poefy  to  painting.  As  for  Horace  J,  he 

plainly  dcchrcs  ̂ That  poejy  and  painting  have 
always  gone  hand  in  hand,  and  had  it  in  their 

power  to  reprejent  whatever  they  would. 
But  had  we  not  thefe  authorities,  fcnfe 

and  reafon  plainly  tell  us,  that  poefy  cannot 

relate  any  event  which  painting  cannot  fhew. 

They  have  been  a  long  time  reckoned  two 

fifters,  in  all  things  fo  perfedly  like,  that 

*  Chap.  27, 

f  Chap.  4. 
X  De  Arte  Poet, 

4 

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  extraordinary  gc^ 

nius,  which  rather  tranfpGrts  than  guides: 

and  we  fee,  that  nature,  by  a  fvveet  vio- 

lence, has  drawn  great  painters,  and  great 

poets,  into  their  refpe^tive  profeffions,  with- 
out allowing  them  time  to  deliberate  or  chufe. 

Were  we  to  dive  into  their  excellent  works, 

we  fliould  feel  in  them  a  fecret  impulfe, 
fomething  more  than  human,  T^here  is  a 

God  within  us,  fays  Ovid  *,  fpeaking  of  poets, 
ipho  warms  and  moves  us.  And  Suidas  fays, 

^hat  Phidias  the  famous  fculptor^md  Zeuxis 

the  incomparable  painter,  were  t ran/ported 

to  enthujiafm,  and  gave  life  to  their  works* 

Painting  and  poefy  tend  to  the  fame 

end,  which  is  imitation.  And  it  appears,  as  a 

learned  author  fays,  ̂ hat^  not  content  with 

imitating  terrejirial things,  they  have  mounted 

the  Jkies ,  to  obferve  the  majefty  of  the  Gods, 

and  communicate  it  to  men,  as  they  paint 

men  to  make  them  Demigods.  In  this  fenfe, 

Charles  V.  *f-  gloried  not  only  in  having 
fubjeBed  provinces,  but  in  havi?ig  been  thrice 

immortalized  by  the  hand  o/' Titian. Both  arts  are  intended  to  deceive;  and, 

if  we  do  but  give  attention  to  theni,  they 

*  Fa/fi,  lib.  6. 

t  Ridolfi,  . 

S  will 
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will  tranfport  us,  as  it  were,  magically,  oat 

of  one  country  into  another  *. 
Their  bufinefs  is,  to  inftrud:  while  they 

divert ;  to  form  the  manners,  and  excite  to 

virtue,  by  reprefenting  heroes,  and  great  adi- 

ons.  This  made  Artftotle  fayj-f-  That fculp- 
tors  and  painters  teach  us  to  form  our  man" 

ners  by  a  porter  and  more  effeSfual  method 

than  the  philofophers  \  and  that  there  are 

pictures  and  fc'ulptures  as  capable  of  cor- 
reSling  vtce^  as  all  the  precepts  of  morality. 

Both  arts  exadly  preferve  unity  of  place, 

time,  and  objedt. 

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  condud:.  They  are  capable  of  chuling 

fubjefts  worthy  of  them,  and  ufmg  fuch  cir- 
cumftanees  and  accidents  as  may  make  them 

valuable,  rejecting  any  thing  that  is  impro- 

per or  unworthy  to  be  reprefented. 
In  (hort,  painting  and  poetry  both  fet  out 

from  the  fame  place,  take  the  fame  road, 
and  come  to  the  fame  end  j  and  received 

their  greateft  honours  in  the  earlieft  times, 

when  magnificence  and  delicacy  fhone  with 

greateft  fplendour. 
The  poets  of  thofe  times  received  infinite 

honours  and  rewards,  and  were  excited  by 

*  Et  modo  me  ThehiSi  me^^  ponat  Athtnis.  Harat, 

Epiji.  I.  lib,  2, 
t  PolititkSy  § 

the 
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the  prize  given  to  thofe  whofe  works  fuc- 
ceeded  beft:  and  all  kinds  of  poefy  had  their 

praifes  and  protestors.  Virgil  and  Horace 

*  were  loaded  with  favours  by  AugtiJiuSi 
Terence  was  admitted  to  an  intimacy  and 

friendfliip  with  Lelitis,  and  with  Scipio  the 

conqueror  of  Carthage.  Eii?iiti5  was  alfo  che- 

rifh'd  by  Scipio  Africaiiiis^  and  buried  in  the 
'\  tomb  of  the  Scipio  on  which  a  ftatue 
was  erecSted  to  him.  Euripides^  fo  often  ap- 

plauded by  all  Greece^  %  was  raifed  to  the 

higheft  honours  by  Archelaiis  king  of  Ma^ 
cedon  j  and  the  Athenians  regretted  his 

death  by  a  publick  mourning.  Homer  wa§ 

revered  by  all  antiquity  j  ̂nd  often  honoured 

with  altars  and  facrifices*  ||  Alexander ^  on 

vifiting  the  tomb  of  Achilles^  could  not  help 

faying,  Happy  prince^  who  hadfi  a  Homer  to 

Jing  their  praifes  !  Nor  did  Alexander  march 

without  Homers  works  in  his  caflody:  he 

read  them  inceffantly,  and  ufed  to  place 

them  under  his  pillow.  §  Being  pre  fen  ted 

one  day  with  a  cafket  of  great  value,  the 

moft  precious  of  all  the  fpoils  of  Darius, 

his  courtiers  aflt'd  him,  What  ufe  he  would 
put  it  to.  He  anfwefed  :  To  hold  the  vvorks 
of  Homer, 

*  Donat. 

f  Cic.  pro  Jrchla,  Val.  Max.* 
:):  Solin.  ThomaJIim 
11  Vita  Homeri, 
§  Plutarch, 

S  2  BlTT 
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But  what  has  r\ot  Alexander  done  for 

painters  ?  What  fnark  of  affedtion  and  efteem 

did  he  not  {hew  them  ?  *  He  ordained,  ̂ hat 

fainting  fiould  have  tJo£  Jirft  rank  among  the 
liberal  arts ;  and  that  none  but  the  noble 

Jhould  praBife  it ;  and  that  in  their  tender ejl 

youth  they  jhould  begin  their  education  with 

learning  to  dejign  j  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  objects  what- 
foever. 

This  Prince  often  vifited  painters,  and 

took  pleafure  in  converfing  with  Apelles  on 

the  fubjed  of  his  art.  Fliny  fays,  That  Alex- 

ander, touched  with  the  beauty  of  one  of  his 
flaves^  nvhofe  name  was  Campafpe,  whom 

he  tenderly  loved^  made  her  fit  to  Apelles 

for  her  piBure  j  and  perceiving  the  painter 
to  be  aljb  enamoured  with  her,  he  gave  her 

to  him ;  not  being  able  to  heflow  a  greater  re- 

ward for  the  paintings  than  depriving  him^ 

felf  of  what  he  loved  with  pujjion. 

•f*  Cicero  relates,  'T^hat  if  Alexander 
forbad  any  but  Apelles  to  draw  his  picture^ 

and  all  but  Lyfippus  to  carve  his  fiatue^  it 

was  not  only  thro'  a  dejire  to  be  well  repre^ 
fented,  but  alfo  that  nothing  might  remain  of 

him  but  what  was  worthy  of  immortality^  and 

*  P%,  38.  10. 
t  Ep.fam.  12.  lib,  5* 

that 
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that  he  might  fiew  his  fingular  efieem  for 

thefe  two  arts,  I  need  here  make  no  di- 
ftindion  between  thofe  two  arts  ;  for  there 

is  not  any  thing  in  fculpture,  which  the 

painter  ought  not  to  underftand  well,  in  order 

to  attain  perfection ;  and  whatever  is  moft 

beautiful  in  this  art,  is  common  to  ij  and 

painting.  Both  have  at  all  times  come  to 

an  equal  degree  of  perfedion  :  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  have  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  praifes  which  are  due  to 

the  furprifmg  effeds  of  colouring. 

If  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  Bezaleel  and 

*  Ahpliab^  who  were  to  embellifti  the  templp 

of  Solomon,  and  make  it  venerable  by  theijr 
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,  -f-  without 
*  Exod.  xxxi.  Jofephus, 
+  In  nummo  aureo  menfuram  accepit^  non  numero, 

'    S  3  tale 
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tale  or  number:  whence  ̂ lumtilian  infers, 

l^hat  nothing  is  more  noble  than  pai?2ting ; 

Jince  mofi  other  things  are  trafficlid  for^  and 

bear  a  price ̂   whereas  painting  has  ?iGne. 

■*A  SINGLE  ftatue,  by  the  hand  of  Ari- 
fiides^  was  fold  for  375-  talents:  another  of 

Polycletus  for  120,000  fefterces.  -f-  And  the 
King  of  Nicomedia  having  propofed  to  cafe 
the  town  of  Cnidos  of  divers  tributes,  on  con- 

dition they  would  give  him  the  :|:  Fejjus  of 

Praxiteles,  which  yearly  drew  thither  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,  believing  mankind  un- 

worthy of  them.  §  And  Greece ̂   in  grati- 

tude to  the  famous  Folygnotus^  who  had 

given  it  pidures  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  his  charges  Jhould  be  borne  by 

the  publick  in  all  the  places  thro'  which  he 

fajj'ed, 

*  Pliny i  10.  35. 
f  Cic.  lib,  I.  Ep.  7.  Attk9, 
X  Milan.  Hi  ft. 
il  Cic.  contra  Verrem, 
%  Plut,  Op. 

In 
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In  thofe  times,  painting  alfo  was  fo  much 

honoured,  that  Ikilful  artifts  work'd  not  on 

any  thing  that  was  not  moveable  from  place 

to  place,  and  could  not  be  preferved  from 

fire,  l^hey  were  'uery  far,  fays  P//;zy,  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- 

ferred from fire.  Fainting  was  not  confined, 

as  in  a  prijon^  to  walls ;  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  generation,  King  Demetrius  gave 

memorable  tokens  of  it  at  the  fiege  of  Rhodes 

where  he  could  not  forbear  fpending  fome 

part  of  the  time  he  owed  to  the  cares  of  his 

army,  in  vifiting  Protoge?ies,  who  had  juft 

then  flnifli'd  the  pidlure  of  lalyfus.  I'his 

piece,  fays  Pliny ̂ pre'vented the  kings  taking 

the  town,  for  fear  he  jhould  burn  the  paint- 

ings of  this  great  artifi  :  and  not  being  able 

to  fire  it  on  any  other  fide  than  where  this 

illujirious  man's  cabinet  was,  he  chofe  rather 

to  fpare  painting,  than  to  accept  of  the  viBory, 

that  was  offered  him.  Protogenes,  continues 

FUny,  worked  at  that  time  in  a  garden  out 

the  town,  near  the  enemies  camp,  and  there 

finijhed  the  work  he  had  begun,  without  being 

in  the  leaf  difiurbed  at  the  noife  of  arms, 

I'he  King  having  fent  for  him,  and  asked 
S  4  how 
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how  he  could  dare  to  work  amid  ft  his  enemies  j 
he  anfweredf  That  he  was  very,  fenjible,  the 
*war  Demetrius  had.  begun  was  againfi  the 
Rhodians,  and  not  againfi  the  arts,  This 
induced  the  King  to  appoint  him  a  guard  for 

his  fifety^  being  glad  it  was  in  his  power  to 

preferve  the  hand  he  had  fanned  from  the  in- 
folence  of  the  foldiers. 

Great  perfons  have  loved  painting  with 

paflion,  and  exercifed  it  with  pleafure: 
among  others,  Fabius  a  moft  hmom  Roman^ 

who,  according  to  *  C/V<7rc,  having  hadatafle 
for  painting,  and  pradtifing  it,  would  be  cal- 

led Fabius  PiSior,  By  this  he  meant  to  give 
frelli  luftre  to  his  birth,  according  to  the 
idea^  which  was  then  entertained  of  painting. 
For  what  in  this  art  is  admirable^ .  fays 

Pliny  -f-,  is^  that  it  makes  the  noble  more 
noble,  and  the  illufirious  more  illufirious.  Ttir- 

pilius  a  Roman  knight,  Labeo  pretor  and 

conful,  the  poets  Enniiis  and  Pacuvius,  So- 

crates,  Plato,  Metrodorus,  Pyrrho,  Commo- 

duSy  Vefpafian,  Nero,  Alexander  SeveruSy 
Antoninus,  and  feveral  other  Emperors  and 
Kings,  did  not  think  it  beneath  them  to 

fpend  fome  part  of  their  time  in  painting. 
W  E  know  what  pains  great  Princes 

have  taken,  at  all  times,  to  coUedt  the  pic- 
tures of  the  great  mafters ;  which  they  have 

*  In  "Bruto. 
t  Mirum  in  hac  arte  eji,  quod  nobiles  viros  nobitiores 

facit.  34.  8. 
efleemed 
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cileemed  among  the  moffc  precious  orna^ 

ments  of  their  palaces.  And  we  daily  ob- 
ferve  what  plealbre  the  art  yields  to  men  of 

high  rank,  and  people  of  good  fenfc,  who 
have  a  tafte  for  firie  things.  We  know 

with  what  dillindion  the  fldlful  painters  of 

latter  times  have  been  treated  by  crowned 

heads  y  and  how  highly  Titian  and  Leonardo 

Vinci  ̂ ^"^^  efteemed  by  the  Princes  they 
ferved.  The  latter  died  *  in  the  arms  of 

Francis  I.  and  the  former  gave  fo  much 

jealoufy  to  the  courtiers  of  Charles  V.  ̂   jpe- 

caufe  he  delighted  in  that  painter's  conver- 
fation,  that  the  Emperor  was  obliged  to  tell 

them,  he  could  always  have  courtiers ^  but 

~  could  not  always  have  a  Titian.  We  know 
alfo,  that  thisartift  having  once  dropt  a  pen- 

cil^ as  he  was  drawing  Charles  V/s  picture, 

the  Emperor  took  it  up ;  and,  on  Titian^ 

making  apologies,  and  returning  thanks, 

he  faid,  Titian  deferves  to  ke  ferved  h 

Caefar  +. 

But,  fuppofe  the of  painting,  con- 
fidered  in  its  perfection,  be  not  yet  well 

eftablifh'd,  and  that  our  prefent  conceptions 
of  it,  in  all  its  parts,  and  powers  of  working 
on  the  mind,  have  not  a  fufficient  fund  of 

merit ;  whence  comes  the  paffion  which  men 

of  dillinguifhed  rank,  and  perfons  of  know- 

*  Vafar't. 
t  Ridolfi. 
X  Idem. 

ledge, 
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ledge,  have  for  this  art  ?  Whence  comes  it, 

that  others,  who  entertain  an  indifference 

for  jiainting,  care  not  to  own  it  without  a 

blufh? 

'Tis  an  unbappinefs^  *  fays  a  grave  au- 
thor, for  a  man  to  dijlike  paintings  and  re- 

fuje  it  the  ejieem  it  dejerves :  jor  he  who 

does  it  out  of  ignorance^  is  'very  unfortunate  not 
to  difcern  thoje  beauties  which  the  world  af- 

fords ;  and  he  who  docs  it  out  of  contempt ,  is 

guilty  of  a  wickednefs,  in  declaring  himfelf 

an  enemy  to  an  art  employed  to  do  honour  to  the 
Gods^  and  to  give  injiru^ion  and  immorta- 

lity to  men. 
As  to  the  effed:s  which  poefy  and  point- 

ing have  on  the  mind,  'tis  certain  that  both 
are  capable  of  flrongly  moving  the  paffions. 

And  if  the  fine  pieces  for  the  theatre  have 

drawn,  and  ftill  draw,  the  fpedators  tears ; 

painting  can  do  the  fame  in  a  proper  and 

well  exprefs'd  fubjedt.  -f-  Gregory  of  Nice, 

^fter  a  long  defcription  of  Abraham's  facri- 
fice,  fays,  /  have  often  caft  my  eyes  on  a 

fixture,  which  reprefented  this  moving  fight 
and  never  could  take  them  off  without  tears  ; 

fo  much  has  painting  reprefented  the  thing  as 

^  it  was  real. 
The  end  of  painting,  as  well  as  poetry,  is, 

in  fuch  a  manner  to  furprife,  that  their 

*  Dion.  Chryfojiom.  Or.  12. 
t  Or.  of  the  Divinity  of  the  Son  and  Holy  Ghoji, 

imita^ 
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imitations  may  feem  to  be  truths^  Zeuxn^ 

pidiLire  of  *  a  boy  carrying  grapes^  which 

the  birds  peck'd  at,  is  an  inftance,  that  the 
painting  of  thofe  times  ufed  to  deceive  the 

eye  in  the  objeds  it  reprefented  :  and 
Zeuxis  himfclf  found  no  other  fault  with 

the  boy's  figure,  than  that  it  had  not  alfo deceived. 

L  E  T  us  now  a  little  confider  the  natural 

agreements  between  poefy  and  painting ;  by 
which  at  all  times,  as  Horace  fays,  painters 

and  poets  are  alloived  to  be  equally  bold  : 
with  this  caution  i  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. 

TThis  general  idea,  in  the  next  place, 

obliges  both  artifts  to  purfue  the  common 

methods  of  good  fenfe  and  reafon  in  all  their 

condud :  for  we  perceive,  by  one  of  Ho- 

races, fatires  -f,  that  he  loved  painting 
extremely,  and  was  allowed  to  be  a  good 

judge  of  it.  But  the  precepts  he  has  left  us^ 

refped  only  the  theory  of  the  two  arts  j 

and  they  differ  only  in  praftice  and  perform- 

ance. The  pradlice  of  poefy  lies  in  didioi^ 

and  verfification,  fuppofmg  the  latter  to  be 

itseffential  but  to  this  we  might  add  decla- 

mation, as  it  is  the  finew  of  words,  and  be- 

^  *  Pliny,  35.  10. 
f  Horat.  3.  2. 

caufe 
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c^ufe  without  it  we  cannot  well  reprefent 
the  manners  and  adtions  of  mankind  j  which 

is  the  end  of  poefy.  And  painting  is  per- 
formed by  means  of  defign  and  colouring. 

These  different  manners  of  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  diftincflion, 

as  they  are  under  a  neceffity  to  fpeak  good  lan- 

guage ;  tho'  to  do  it  purely  and  elegantly  is 
the  effed:  of  ferious  ftudy.  Declamation,  of 

which  ̂ intiltan  treats  very  exactly,  and 

without  which,  as  he  fays,  imitation,  thenery 

foul  of  eloquence^  is  imperfeB^  depends  on  few 

principles,  and  almoft  intirely  on  a  natural 
talent.  Verfification  confifts  of  an  harmo- 

nious meafure  in  its  cadence,  turn,  and  rhyme ; 

which  things  indeed  require  reflecftion,  yet 

by  reading  and  pradice  may  become  fami- 
liar. 

But,  in  defigningand  colouring,  the  cafe 

is  otherwife  ;  for  they  require  an  infinity  of 

knowledge,  and  obflinate  ftudy.  In  the 
former,  there  muft  be  fuch  an  exad:nefs  of 

fight,  for  determining  the  various  dimen- 
lions  of  vifible  objeds,  aiid  fuch  a  great  habit 

for  fettling  their  outlines,  that,  ̂ s  Michael 

Angela  faid,  the  compajfes  muji  be  in  the  eye^ 
rather  than  in  the  hand, 

De- 
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Design  implies  the  knowledge  of  the 

human  body,  not  only  as  it  commonly  ap- 

pears, but  as  perfect  as  it  ought  to  be, 
and  agreeable  to  the  original  intention  of 

nature ;  'tis  founded  on  llcill  in  anatomy, 
and  in  the  proportions,  which  are  fome- 

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  reflexion. 

Design  alfo  obliges  the  artift  to  under- 

ftand  geometry  perfedly,  for  the  fake  of 

cxad  perfpeftive,  which  he  has  an  indif- 
penfable  occafion  for  in  every  thing  he  does. 

Design  like  wife  requires  an  habit  in 

fhortnings  and  outlines  j  in  which  the  variety 

is  as  infinite,  as  the  number  of  attitudes. 

In  deiign  alfo  is  included' the  knowledge 
of  phyfiognomy,  and  the  expreffion  of  the 

paffions  of  the  foul ;  which  are  very  necef- 

fary  and  valuable  parts  of  painting. 

Colouring  refpeds  the  incidence  of 

lights,  the  artifice  of  the  claro-objcuro ^  lo- 
cal colours,  the  fympathy  and  antipathy  of 

particular  colours,  their  agreement  and  union 

with  one  another,  their  aereal  perfpedive, 
and  the  efFedt  of  the  whole  together.  All 

thefe  knowledges  depend  on  the  fineft  and 

moft  abftradted  phyfics. 
I  SHOULD  never  have  done,  if  I  was  to 

mention  all  the  various  ways,  which  paint^n^ 
has  to  exprefs  its  thoughts ;  and,  by  what  I 

have 
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have  faid,  it  appears  to  be  as  fruitful  in  in- 

vention as  poefy,  for  pieafing  and  deceiving 

the  eye,  and  affecfting  the  foul. 

But  tho'  thefe  two  arts  be  lifters,  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  effect,  if  poets  were  allow'd  to  chufe 
their  language,  as  foon  as  they  had  given 

the  preference  to  one,  and  fixed  upon  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  underfland. 

Painting  befides  difplays  itfelf,  and 

enlightens  us,  all  at  once ;  whereas  poefy  goes 

not  to  its  end,  and  does  not  produce  its 

effedl,  but  by  making  one  thing  fucceed  an- 
other. Now,  what  is  concife,  fays  Ariftotky 

is  more  agreeable,  and  aifed:s  in  a  more 

lively  manner,  than  what  is  diffufe.  And 

if  poefy  incrcafe  pleafure  by  the  'variety 
of  its  epifodes^  and  a  detail  of  circumftances, 

painting  can  alfo  reprefent  as  much  of  them 

as  it  pleafes,  and  by  feveral  pictures  enter  into 

all  the  parts  of  an  adlion  :  and  in  whatever 

manner  it  expofes  its  works  to  view,  the 

fpe^tator  is  not  fuffered  to  grow  tired.  Paint- 
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ing  therefore  yields  a  more  lively  plcafurc 

than  poefy. 

But  painting  has  this  farther  advantage, 

that  it  is  conveyed  by  a  fenfe  which  is  the 

moft  fubtile,  and  the  moft  capable  of  move- 

ing  us,  and  railing  the  paffions;  I  mean, 

the  fight  :  For  the  things^  fays  Horace^ 

which  enter  the  mind  by  tloe  ears^  take  a 

much  longer  way  than  thofe  which  enter  by 

the  eyes,  which  are  more  faithful  and  furer 
evidences  than  the  ears. 

If,  after  this  firft  emotion,  we  weigh  the 

effed:s  produced  in  the  mind,  it  muft  be  al- 

lowed, that  it  is  the  property  of  both  arts  to 

inflruffc  J  but  that  painting  does  it  more  gene- 
rally :  it  inftrudts  the  ignorant,  as  well  as  the 

learned.  Without  the  affirtance  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 

wantof  thefe  that  the  works  ofFitruvius^and 

©f  the  antient  Hiero,  who  treats  of  machines, 

appear  to  us  fo  obfcure.  But  further  :  Of 

what  profit  is  not  painting  in  books  of  travels? 

Nay,  is  there  any  fcience,  to  the  perfect 

underftaading  of  which  painting  is  not  ne- 
ceffary ?  Can  Topography,  Medals,  Devices^ 

Emblems^  treatifes  of  Plants,  or  of  Animals, 

be  without  the  afliflance  which  painting  is 

always  ready  to  afford  them  ?  To  begin  with 

facred  ftory,  what  gladnefs,  mixed  with  ve- 
neratioB, 
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neration,  fliould  we  not  enter taih,  had 

painting  handed  down  to  us  the  magnificent 

T^emple  of  Solomon  f  What  pleafure  fhould 

we  not  take  in  reading  the  hiftory  of  Pau- 

Jam'aSy  which  defcribes  all  Greece^  and  leads 
us,  as  by  the  hand,  through  the  divifions  of 

that  country,  if  this  work  were  accompa- 

nied with  demonftrative  figures  ? 

I F  the  chief  end  of  poefy  be,  to  imitate 

the  manners  and  adions  of  men,  painting 

has  the  fame  objed: ;  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 

he  taken  for  the  things  themfelves,  nor  can 

they  imitate  that  omnipotency,  which  at 

once  bec-omes  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  j  for  the  effence  of  painting 

is  to  deceive  the  eye,  and  furprife  us. 

But  one  thing  I  will  not  pafs  by,  \yhich 

is  in  favour  of  poefy  :  it  is,  that  epijbdes 

oive  the  greater  pleafure  in  the  courfe  of  a 

poem,  the  more  imperceptibly  they  are 

brought  in,  and  interwoven  with  the  reft. 

Now  painting  m^y  indeed  reprefent  all  the 

fads  of  ftory  fucceffively,  in  feveral  pidures  j 

4 
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but  cannot  fhcw  either  the  caufe  or  the  con- 
nexion of  them. 

Having  now  drawn  a  parallel  between 
thefe  two  arts,  our  next  bufinefs  is,  to 

anfwer  fome  objeftions. 

'Tis  faid,  that  painting  borrows  of  poefy; 
that  Arijlotle  afferts,  lihat  the  arts,  which 

require  manual  performance,  are  lefi  noble 

on  that  account :  In  a  word,  That  foefy  is 

wholly  fpiritual^  but  painting  is  partly  Jpi- 
ritualy  and  partly  material, 

I  ANSWER,  That  the  mutual  affiftance 

which  arts  afford  each  other,  (hews  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  ndions,  if  painters  and  fculptors 

had  'not  originally  fet  them  before  the  eyes 
of  the  Egyptians  for  their  adoration. 

Ovid  fays  That  Venus,  the  goddefs 

whom  the  pens  of  authors  have  made  fo  fa- 
mous, had  been  Jiill  under  water,  did  not 

ApellesV  pencil  make  her  known.  As  if  poefy 

had  publifhed  her  beauties,  but  painting  had 

traced  her  figure  and  charad:er. 

*  De  Arte  Amandi. 

Si  Venerem  Cous  nunquam  pinxijfet  Jpelie^y 
Merfa  fub  square  is  ilia  later et  aquis. 

T H  O  R  A  C  E  ;, 
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Horace,  who  had  indeed  a  great  tafte 

for  painting,  tho'  he  devoted  his  fortune  and 
reputation  to  poefy,  fays,  That  painters  and 

poets  have  'always  had  the  liberty  to  under- 
take any  thing.  Thus  he  owns,  that,  in 

matters  of  fidtion,  their  power  is  neither  li- 
mited nor  reftrained. 

I F  we  pafs  from  fable  to  hiftory,  which 

is  another  fpring  for  both  painters  and  poets 

equally  to  draw  at,  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  furniflied 
with  ;  and  therefore  have  left  us  room  to 

doubt  of  many  fads,  which  are  often  vari- 
oufly  related.  But  the  hiftorical  fad:s  of 

greateft  certainty,  according  to  the  beft 

judges,  are  fuch  as  we  fee  eftablifhed  and 

confirmed  by  antique  medals  and  bas-reliefs, 

or  elfe  by  the  paintings  with  which  the  pri- 
mitive Chriftians  adorned  the  fubtcrraneous 

places,  where  they  performed  their  worfhip  : 
and  thefe  places  were  in  Rome^  and  other 

parts  of  Italy.  Baronius  relates,  that  the  people 

of  Rome,  hzw'mg  difcovered  another  city  under 
ground,  were  tranfported  to  fee  in  painting 
what  they  had  read  in  hiftory.  In  effett, 

Bofius  and  Severan^  who  have  written  large 

volumes  upon  Subterranean  Rome,  difcover 

to  us,  in  tiie  paintings  which  are  preferved 

to  this  day,  the  antiquity  of  our  facraments, 

the  way  in  which  the  primitive  Chriftians 
offered 
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offered  their  prayers,  and  buried  their 

martyrs,  and  feveral  other  particulars  re- 
lating to  the  myfteries  of  our  religion. 

Wh  A  T  is  it  we  do  not  learn  from  antique 

medals  and  fculptures  ;  variety  of  temples, 

altars,  vidims,  vafes,  pontifical  ornaments, 

and  implements  for  facrifice ;  all  forts  of  arms, 

chariots,  fliips,  inftruments  of  war,  either  for 

attacking  or  defending  towns  j  the  feveral 

crowns,  according  to  the  feveral  kinds  of 

dignities  and  vid:ories ;  fo  many  various  head- 

drefles  for  the  women,  and  fuch  a  diverfity 

of  habits,  according  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  fculptures  of  thofe  times  ?  The  bas-reliefa 

of  the  Trajan  and  Antonine  pillars  are  filent 
books,  where  indeed  we  find  not  the  names 

of  things,  but  the  things  themfelves  which 
were  in  ufe,  at  leaft  in  the  times  of  thofc 

Emperors. 

Those  who  have  treated  of  the  religion 

of  the  antient  Romans,  their  encampments, 

allegorical  fymbols,  iconology,  and  Jtnages 

of  their  gods,  could  bring  no  better  proof 

of  their  aflertions,  than  from  the  antique 
monuments  of  bas-reliefs  and  medals.  In 

.  fhort,  thefe,  and  the  antient  paintings  afore- 
faid,  are  the  moft  infallible  fources  of  eru- 

dition ;  and  'tis  for  this  reafon  we  fee  among 
the  learned  fo  great  a  curiofity  and  keennefs 

T  2  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  fron>  paint- 

ing, as  painting  does  from  poefy. 

As  to  y^r//?o//^'s  affertion,  l^hat  the  arts 
which  require  manual  performance,  are  lefs 
noble  on  that  account;  and  as  to  what  is 

added,  That  poejy  is  wholly  fpiritual^  but 

painting  is  partly  fpiritual^  and  partly  mate- 
rial ;  I  anfwer,  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  thoughts  :  and  as  to 

the  underftanding,  it  is  the  fame  in  both  arts. 

Horace^  who  has  laid  down  fuch  excellent 

rules  for  poefy,  fays,  *  T!hat  a  piSture  keeps 

in  equal fufpenfe  both  the  eyes  of  the  body^  and 

thoje  of  the  underfianding.    What  they  call 

the  material  part  in  painting,  is  nothing  elfe 

but  the  execution  of  that  fpiritual  part  which 

is  allowed  it,  and  is  properly  the  refult 

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 

m.uch  from  that  of  rehearfing  a  declamation 

in  a  tragedy  ;  for  this  laft  requires  but  few 

precepts  befides  the  outward  talents  of  na- 

*    Sufpendit  pi^fd   vultum    mentemque  tahelld. 
Epift.  I.   iih'  ii. 

ture 
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tute ;  whereas  the  execution  of  painting  re- 

quires much  refledion  and  knowledge.  The 

decl^imer  need  little  more  than  give  himfelf 

up  to  his  talent,  and  enter  thoroughly  into 

his  fubjed.  I  know  indeed,  \h2XRojcim  the 

comedian  acquitted  himfelf  with  fo  much 

force,  that  for  this  reafon  alone,  fays  Cicero ̂  

*  his  death  ought  to  he  lamented  by  all  worthy 
men  ;  or  rather^  he  ought  to  live  for  ever. 

But  the  painter  muft  not  only  enter  into  his 

fubjed ;  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  fpeaking,  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  charader. 

I T  is  further  alledged,  that  the  reafoning 

faculty,  the  moft  precious  inheritance  of 

man,  which  is  found  with  all  its  ornaments 

in  poetry,  is  not  found  in  painting. 

Wh  AT  I  have  been  juft  faying,  might  be 
more  than  fufiicient  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, 

T  3  paiTes 
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pafles  only  into  the  mind  of  him  who  judges 
of  it.  Let  us  therefore  fee,  whether  the 

fpedtator  does  not  find  a  reafoning  in  paint- 
ing, as  well  as  the  ftudent  does  in  poetry. 

B  Y  the  word  reafoning^  is  underftood  ei- 
ther the  caufe  and  the  reafon,  why  a  work 

has  a  good  effed  ,  or  elfe  the  adl  of  the 

underftanding,  by  which  it  knows  one  thing 

by  another,  and  from  thence  draws  con- 

jclufions.  If,  by  the  word  reafoning^  be 
underftood  the  caufe  and  the  reafon,  why  a 

work  has  a  good  effed:,  there  is  as  much 

reafoning  in  painting,  as  in  poely  j  becaufe 
both  arts  ad:  by  virtue  of  their  principles. 

And  if,  by  the  word  reafoning,  be  meant 

the  ad  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  truth  is,  by  view- 

ing fome  pidure,  to  which  we  may  have  eafy 
recourfe.  The  paintings  in  the  Luxemburg 

gallery,  reprefenting  the  life  of  Mary  ae 

Medicis,  would  be  fo  many  proofs  of  it. 

Among  thefe  I  fhall  fingle  out  Lewis  XIII. 

as  being  moft  known. 

Upon  viewing  this  pidure,  wp  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  Caftor^ 
'which 
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which  the  painter  has  fet  above  in  the  pidure, 

as  the  fymbol  of  favourable  events.  On  a 

lide  of  the  pidure  is  Fruitfulnefs^  turning 
towards  the  Queen,  and  fhe wing  her,  in  an 

horn  of  plenty,  five  little  infants  ;  alluding 
to  the  number  which  this  Princefs  ftiould 

bear.  In  the  Queen's  figure,  we  may  eafily 
judge,  by  the  rednefs  of  her  eyes,  that  llie 

had  been  fuftering  the  pain?  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  obferve  a 

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  pictures 

in  the  fame  gallery,  which  are  all  alle- 

gorical, afford  matter  for  reafoning  from 

the  fymbols,  which  fuit  tlie  fubjeds  and 

circumftances  the  painter  was  difpoled  tp 
handle. 

There  is  no  fkilful  painter  who  has  not 

fliewed  the  like  reafoning,  when  his  work 

requires  it :  for  tho'  reafoning  may  enter 
both  into  poefy  and  painting,  yet  produ6tions 
of  thefe  two  arts  are  not  always  intermixed 

with  it,  nor  fufceptible  of  it.  Ovids  Me- 

tamorphofes,  tho'  poetick  works,  are  moftly 
but  defcriptions.  It  is  true,  the  reafoning 

T  4  which 
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which  is  found  in  painting,  is  not  for  all 

forts  of  underftandings.  Yet  ihofe  which 
are  a  Uttle  above  the  common  level,  take 

pleafure  in  diving  into  the  painter's  thought, 
in  difcovering  the  true  meaning  of  his 

picture,  by  the  fymbols  he  makes  ufe  of  in 
it,  and,  in  a  word,  in  underftanding  the 

language  of  the  mind;  which  language  was 

defigned  not  ultimately,  but  only  immedi- 
ately for  the  eyes. 

Too  great  facility  in  difcovering,  ufually 
lefTens  the  defire  of  it ;  for  which  reafon,  the 

firfl:  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- 

preffion  on  the  underftanding  and  memory,  as 

k  more  agreeably  exercifes  the  attention.  Our 
Saviour  himfelf  took  the  fame  method  of 

inftrud:ion,  that  his'  comparifons  and  para- 
bles might  keep  his  he^irers  more  attentive 

to  the  truths  they  fignified. 

In  painting,  conclufions  may  be  alfo 
drawn  from  the  attitudes,  expreffions,  and 

paftlons  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  fpedlator  may  eafily  de- 

termine, by  her  expreflion  and  attitude,  the 

very 
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very  time  the  painter  has  chofen,  and  whe- 

ther this  happened  when  (he  was  troubled 

at  fo  unexpeded  a  fight,  or  aftonifli'd  at  the 

Angel's  propofal,  or  when  confenting  with 
fuch  humility  as  made  her  fay,  Behold  the 

Jervant  of  the  Lord^  and  fo  forth. 

I T  is  plain,  that  Arijiotle  himfelf  make's  no 
difficulty  to  allow  reafaning  to  this  art,  when 

he  fays,  I'hat  painting  inJiruBs^  and  Ji?ids 
matter  Jot  reafoning,  not  only  to  philofophers^ 

hut  to  all  men.  And  ̂ i?2tilian  owns  *,  that 

paintingpenetrates  the  under/landing  fo  deeply , 
and  moves  the  pajions fo  lively,  that  it  appears 

to  have  more  force  than  any  fpeech  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. 

But,  fay  fome,  whatever  reafoning  we 

affign  to  painting,  it  can  never  be  fo  brightly 

nor  ftrongly  exprefs'd  as  by  means  of  words. 
I  AM  very  fenfible,  that  expreffions  may 

be  attributed  to  words,  which  painting  can 

but  imperfectly  imitate;  but  I  know  too, 

that  poefy  is  very  far  from  expreffing,  with 

*  PiStura^  tacens  opus,  y  habitus  femper  ejufdem,  fic 
in  intimos  penetrat  affeSlus,  ut  ipfam  vim  dicendi  non- 
nunquam  Juperare  videatur.  L.  ii,  c.  3. 

fo 
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fo  much  truth  and  exadnefs  as  painting,  the 

things  which  fall  under  fight.  Whatever  de- 

fcription  poefy  gives  of  a  country,  whatever 

pains  it  takes  to  reprefent  the  look,  Hnea- 
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- 
feffion  it  was  to  perfuade,  have  often  called 

in  the  affiftance  of  paintiftg,  in  order  to  touch 
the  heart  ;  becaufe  the  mind,  as  we  have 

made  appear,  is  fooner  and  more  lively  moved 

by  what  Jirikes  the  eye,  than  by  what  enters 

at  the  ears.  Words,  they  fay,  are  but  wind, 

but  examples  are  movifjg.  On  this  account, 

according  to  ̂ intilian  *,  who  has  laid 
down  the  rules  of  eloquence,  the  advocates 

in  criminal  caufes  ujed  fometimes  to  Jhew  a 

piBure.,  reprejenting  the  faSi  they  were  em- 
ployed about ̂   in  order  to  move  the  hearts  of  the 

judges  by  the  enormity  of  thefaB.  The  poor 
in  an tient  times  took  the  fame  method  for  de- 

fending themfelves  againft  the  opprefTion  of 

the  rich,  as  ̂ lintilian  alfo  attefts  -f* ;  becaufe^ 
fays  he,  the  money  of  the  rich  could  eafly 

gain  voices.  But  as  foon  as  the  fiBure,  repre- 
*  Lib.  6. 

\  Del.  252. 
fenting 
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fenting  the  injufticCy  appe(ired  to  the  bejtch, 

it  wrejied  truth  Jrom  the  hearts  oj  the 

judges^  in  favour  of  the  poor  perfon.  The 

realbn  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  llrongly,  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. 

But  fome  fay,  that  painting  fpeaks  not, 

nor  is  underftood,  by  things  themfelves,  but 

,  by  the  imitations  of  things. 

I  ANSWER,  That  is  the  very  thing  which 

raifes  the  value  of  paintings  fince  by  this 

imitation,  as  we  have  obferved,  painting 

pleafes  more  than  the  things  themfelves. 

I  c  o  u  L  D  here  alledge  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  imperfedt  an  idea  fome  have  had  of  the 

art,  and  the  preference  which  for  this  reafon 

has  been  given  to  poefy.  I  have  endeavoured 

to  (hew  the  natural  conformity  between  the 

two  arts  J  and  touch 'd  on  fome  pre-eminen- 

eies^  that  may  be  afcribed  to  each  of  them.  I 

have  anfwered  fome  objedions,  which  have 

been  made  to,  me  ;  and,  in  (hort,  have  done 

what  I  could  to  preferve  to  painting  the 

rank  which  fome  would  take  from  it. 
h 
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A 

DESCRIPTION 

O  F 

Iwo  Pieces  of  Sculpture,  in  the 

^ojfejfton  of  Monf.  l e  Hay,  done 

by  Seign.  Zumbo,  a  Gentleman  of 

Sicily. 

THE  author  of  thefe  two  pieces,  one 
of  which  reprefents  the  nativity  of 

Chri^,2ind  the  other  his  burial,  has  been  often 

heard  to  fay,  That  he  chofe  thefe  two  fubjeSis. 

in  order  to  exprefi  two  different  pajjions,  joy 

and  grief  For  this  purpofe,  he  has  chofen, 

in  the  ftory  of  the  nativity,  the  arrival  of 

the  fhepherds,  when  they  come  to  acknow- 

ledge and  adore  our  Saviour,  who,  according 

to  the  Angel's  words,  was  to  be,  to  all  the 
world  ̂   the  fubjedi  of great  joy.  In  the  ftory  of 

ihtburialy  he  has  fixed  upon  the  time  when 

^ojeph  of  Arimathea  having  begg'd  thq 
body  of  yefus,  the  Virgin  and  other  holy 

women  attending  her,  exprefs  their  grief 

And  as  this  happy  genius  was  very  fenfible. 
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that  colouring  would  be  of  infinite  advan- 

tage to  fet  off  his  work,  and  give  a  value 

to  his  expreffions,  he  has  accordingly  coloured 

it,  and  by  this ?  means  made  both  the  car- 

nations and  draperies  appear  with  greater 
truth, 

TO  follow  the  text  of  the  Scripture,  the 

author  has  laid  the  fcene  in  a  place  deftitute 

of  all  things  J  which,  as  appears  by  the 

ruins,  had  been  antiently  a  temple  for  idols, 

but  was  now  only  fit  to  be  a  covert  for  beafts ; 

and  at  beft  a  flable  open  to  the  firft  comer. 

The  author  has  introduced  into  his  compo- 

fition  fome  magnificence  j  to  fhew,  by  this 

oppofition,  the  poverty  of  Chrifi^  and  the 

efiablijhment  of  Chrifiianity  on  the  ruins  of 

Idolatry,  Fie  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  fculpture,  in 

order  to  awaken  the  tafte  of  the  fpedtator, 

and  renew  the  pleafure  which  judges  take  in 

fuch  valuable  reaiains  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. 
The 
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The  fculptor  has  alfo  introduced  twenty- 
four  figures,  and  fix  beafi:s  of  feveral  kinds. 

The  Virgin  and  her  Son  are  in  the  middle 

of  the  piece  ;  fhe  appears  in  a  model!:  cha- 
radier,  bat  infinitely  pleafing ;  and  the  child, 

preferving  the  figure  of  a  new-born  infant, 
difcovers,  by  his  adtion,  fomething  more 
than  human. 

We  may  obferve  a  great  variety  in  the 

figures,  by  their  different  faces,  charad:crs, 

fexes,  ages,  attitudes,  and  exprefiions.  Four 

Ihepherds  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  Jofeph^  who  ex- 

plains the  myftery  to  them,  of  which  they 
are  witnefles.  The  fhepherds  difcover  in 

different  ways  the  effeds  of  grace,  by  the 

joy  they  exprefs  for  this  inftrudtion. 

Others,  on  the  fore- ground,  and  full 
of  fear,  adore  the  Saviour  who  is  born  to 
them. 

On  the  left  fide,  arc  fome  fhepherds  dif- 
courfing  of  what  they  fee  :  one  of  them  is 

calling  fb  others  farther  off  to  haften  and 

partake  of  the  novelty  of  the  fight. 
I N  the  clouds  over  Chriji  and  the  Virgin, 

are  four  Angels,  fuppofed  to  be  fent  from 

Heaven  to  make  the  fhepherds  acknowledge 

their  Divine  Mafter,  and  with  them  to 

WorQiip  him. 
The 
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The  dreffes,  draperies,  head-attire,  and 

every  thing  elfe  belonging  to  the  figures  are 

fo  perfedly  proper  for  them,  that  whoever 

examines  particulars,  muft  needs  admire  thfe 

diverlity  and  probability.  The  expreffions 

efpecially  are  fo  lively,  and  make  fuch  an 

imprellion  on  the  mind,  that  they  force 
our  attention.  In  one  wc  fee  admiration, 

in  another  fimplicity,  in  another  furprize, 

in  another  devotion ;  and  each  objed:  de- 
notes a  fine  choice  of  character.  The 

figures  are  moft  juftly  defigned,  in  a  great 

tarte,  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  finifh'd ; 
and  the  exa<ft  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  appears  to  be  of 

old  marble,  ftained  and  weather-beaten,  and 

is  very  deceiving.  In  (hort,  the  whole  com- 
pofition  difcovers  a  wonderful  harmony,  and 

cxprelles  the  fubjed:  with  all  the  agreeable- 
neis  imaginable. 
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The  Burial, 

THE  author  of  this  excellent  piece  has 

chofen,  as  we  have  obferved,  the  moment 

when  yofeph  of  Arimathea^  having  taken 
down  from  the  crofs  the  body  of  Jefus, 

leaves  it,  for  fome  time,  to  the  care  of  the 

chief  per  Tons  who  loved  him  in  his  life-time. 
The  fituation  of  the  place,  which  is  rocky, 

fuggefts  to  us,  that  the  fcene  is  not  far  from 

the  place  intended  for  his  burial. 

Christ,  Mother^  St.  John,  the  three 

Maries^  three  Angels^  J^il^P^  Arima- 
thea,  Nicodemus,  and  the  Centurion^  who 

acknowledged  Chriji's  divinity  prefently  af- 
ter his  death,  are  the  perfons  who  compofe 

the  ftory. 

In  the  middle  of  the  piece,  is  Chriji's 
body,  carelefly,  but  naturally,  laid  out  on  a 

itone  which  is  covered  with  a  flieet ;  the  dif- 

pofition  is  fuitable  to  a  motionlefs  body, 

yet  fo  fwayed,  (as  if  by  chance)  as  to  move 

the  fpedator's  compaffion,  even  to  v^eeping. 
The  figure  is  fo  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 

reds  his  head  upon  her  knees,  in  order  toview 

it  the  better:  her  body  is  bent  forwards, 

her  arms  raifed,  in  a  poflure  expreffing 

tendernefs,  and  all  flie  feels  upon  feeing  the 

prefent  condition  of  her  Son^md  her  God. 
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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  fpedtacie.  The  notion 

thefe  women  had  of  Chrift's  divinity  might 
indeed  well  have  quieted  their  fpirits,  and 
effaced  all  figns  of  affliction  j  but  their  love 

for  their  mafter,  the  outrages  he  had  fuffered 

in  his  life-time,  and  his  fhameful  death, 
would  not  let  them  intirelj^  forget  the  late 
difgraces  which  they  had  feen  him  fuffer.  Our 
Saviour  indeed  had  told  them  of  the  necef- 

lity  for  his  fufferings,  and  of  his  approaching 
tefutreCtion ;  but  that  only  could  allay  the 
unbounded  tranfports  of  an  extreme  forrow  : 

Accordingly^  we  do  not  here  difcern  any 
t>utward  expreffidn  of  an  abandoned  grief, 
but  only  all  the  tokens  of  an  heart,  which, 

in  the  excefs  of  its  love,  is  hideed  perfedly 

fenfible  of  Ghrift's  fpeedy  triumph,  but  yet 
hiore  iinployed  in  the  remembrance  of  his 
fuiFerings. 

St.  John  is  placed  td  the  left,  leaning 

^gainft  a  rock,  in  a  dejeded  pofture,  holds 
in  his  hand  the  nails  with  which  his  mafler 

was  faftened  to  the  crofs,  and  ieems  to 

inake  reflections  on  the  pains  thfey  oc- 
tafioUed. 

On  the  fame  fide,  is  Mary  Magdalen^ 
placed  at  Chrift\  feet,  which  (he  kiffes  with 
love,  and  feems  to  have  bathed  with  her 

tears,  and  to  wife  with  her  fcattered  hair, 
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as  fhe  had  before  done  in  the  houfe  of  ̂ imon 

the  Pharifee. 

The  other  two  women,  next  the  Virgin, 

are  one  kneehng,  and  the  other  ftanding ; 

this  laft  bows  her  body,  her  head  inclines  to 

one  of  her  flioulders,  and  flie  wipes  her  eyes 

with  her  Unen  veil.  Thefe  women  exprefs 

ftrongly,  tho'  without  any  violent  emotion,  a 
mixture  of  grief  and  tendernefs,  with  which 

their  hearts  are  deeply  affedted. 

The  two  old  men,  behind  thefe  women, 

in  the  corner  of  the  piece,  are  Nicodemus 

and  the  Centurion^  and  feem  to  be  dif- 

courfing  very  earneftly  of  the  injuftice  with 

which  the  Jews  condemned  innocence  it- 
felf 

Joseph  of  Arimathea^  a  little  more 

forvirard  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  Chri/iy  is  pondering 
on  what  he  fees.  The  whole  of  his  adtion, 

however,  fhews,  that  he  is  more  taken  up 
with  the  faith  he  had  received,  and  with 

the  greatnefs  of  the  myftery  of  re- 
demption. 

The  tafte  of  defign  in  this  ftory  is  won- 

derfully fuitable  to  the  figures  which  com- 

pofe  it :  'Tis  moving,  elegant,  and  noble, 
in  Chriji  and  the  women ;  and  more  robuft: 

and  bold  in  the  three  old  men,  each  accord- 

ing to  the  diverfity  of  his  nature-  for  St. 
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Jobn's  charadler  of  defign  is  between  the 
delicatenefs  of  Chriji,  and  the  more  heavy 
{)roportion  of  the  other  figures  ;  and  yet 
all  the  proportions,  in  their  kinds,  are  per- 

fectly exa<A. 

Three  Angels  above,  ovtvChrifl^  make  a 

group  agreeably  varied  by  their  contrafted  atti- 

tudes, and  by  the  variety  of  their  expreffions 
and  colouring  :  In  their  chara(fler  they  are 
infants,  defigned  like  women;  I  mean, 
with  the  fame  delicacy. 

Considering  the  difficulty  to  pra(5tife 

colouring  in  fculpture,  'tis  aftonifliing  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  Chriji's 
body,  gives  to  the  flefh  a  great  charadier  of 
truth,  by  the  comparifon  of  thefe  two 
colours. 

In  order  to  draw  the  eye  to  Chrifl,  as 
the  principal  figure,  the  author  has  cloathed 
the  Virgin,  and  Mary  Magdalen,  in  a  fweet 
brown  colour,  which  makes  the  light,  that 
falls  upon  the  body  of  Chriji,  appear  more 
lively  and  confpicuous. 

Th  e  woman  on  her  knees,  between  the 
Virgin  and  the  other  Mary,  contributes 
much  to  the  effed  of  the  claro-objcuro,  iri 

U  ̂   diflingyifh- 
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diftinguifhing,  by  the  obfcurity,  the  figures 

ihe  feparates. 

The  colour  of  the  cloathing  of  Nicode- 
miiSj  and  of  the  Cejiturion,  throws  off  and 

brings  forward  the  figure  next  to  them. 

Joseph  of  Arimathea  is  in  purple  ; 

which  not  only  denotes  a  man  of  diftindion, 

but,  being  of  a  ftrong  and  brifk  tone,  agrees, 

according  to  the  rules  of  art,  with  the  fore- 

ground figures,  and,  on  the  meeting  of  the 
colours,  contributes  to  the  harmony  of  the 

whole  together.  But  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  j  but 

thofe  are  fo  learnedly  managed,  as  to  exprefs 

the  look  of  a  man  of  a  found  underjftanding, 

after  a  ftrong,  tender,  and  finifhed  manner ; 

but  tho'this  head  is  wrought  with  the  utmoft 
exadtnefs,  yet  it  does  not  fmell  at  all  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  author 

took  in  the  work,  than  to  any  necefiity  of 

bringing  it  to  a  conclufion.  Every  thing 

therefore  is  finilhed  in  this  particular  figure  j 

but  every  thing  there  is  full  of  fire  ;  and  the 

manual  performance,  fupported  by  a  fine 

genius,  and  profound  knowledge,  hath  cer- 

tainly 
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tainly  made  this  piece  of  art  worthy  of  the 

greateft  admiration. 

Thus  our  learned  fculptor  has  woven 

with  this  mournful  fubjed;  all  the  graces  q£ 

which  it  was  capable,  has  given  all  the  proofs 
of  a  profound  and  ingenious  fcience,  and 

thus  has  confecrated  this  work  to  pofterity. 
Yet,  after  all  the  care  that  could  be  taken  in 

a  faithful  defcription  of  both  thefe  pieces, 

'tis  impoffible,  by  bare  reading,  without  a 
fight  of  the  works  themfelves,  to  conceive  a 
juft  idea  of  all  their  beauties. 

U  a  T  H  E 
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T   H,  E 

BALANCE 

OF 

PAINTERS. 

SOME  perfons,  corious  to  know  the 

degree  of  merit  of  every  painter  of 

efbblifhed  reputation,  have  defired  me  to 

make  a  kind  of  balance,  v^^here  I  might 

fet  down,  on  one  fide,  the  painter's  name, 
and  the  moft  eflential  parts  of  his  art,  in  the 
degree  he  pofTelTed  them  ;  and,  on  the  other 

fide,  their  proper  weight  of  merit  ;  fo  as, 

by  coileding  all  the  parts,  as  they  appear  in 

each  painter's  works,  one  might  be  able  to 
judge  how  much  the  whole  weighs. 

This  I  have  attempted,  rather  to  pleafe 

myfelf,  than  to  bring  others  into  my  fenti- 
rneats ;  Opinions  are  too  various  in  this 

point,  to  let  us  think,  that  we  alone  are  in 

the  right.  All  I  alk  is,  the  hberty  of  de- 
claring my  thoughts  in  this  matter,  as  I  allow 

others  to  preferve  any  idea  they  may  have 
different  from  mine. 

The 



Ty^^Balance ^Painters.  295 

The  method  I  have  taken  is  this  :  I 

divide  my  w^eight  into  twenty  parts,  or 
degrees.  The  twentieth  degree  is  the  higheft, 

and  implies  fovereign  perfeBion  ;  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  perfection  5  as  the  lower 

figures  arc  for  thofe  who  appear  to  be  furr 
ther  from  it, 

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  j  to  wit,  Compofition^ 

Defign,  Colourings  and  ExpreJ/ion,  By 

ExpreJJion^  I  mean  not  the  character  of 

any  particular  objed,  but  the  general 

thought  of  the  underftanding.  And  thus, 

againft  each  painter's  name,  we  fee  his  de- 
gree of  merit  in  all  the  aforefaid  four  di- 

vi  lions. 

We  might  introduce,  among  the  mod 

noted  painters,  feveral  Flemings^  who  have 

very  faithfully  fhewn  truth  of  nature,  and 

been  excellent  colourifts  ;  but  we  thought 

it  better  to  fet  them  by  themfelves,  becaiife 

their  tafte  was  bad  in  other  parts  of  the 
art. 

It  now  only  remains  to  be  obferved,  that 

as  the  eflential  parts  of  painting  con  lift  of 

many  other  parts,  which  ihe  fame  maders 

U  4  have 
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have  not  equally  poffeffed  ;  'tis  reafonablq 
to  fet  one  again  ft  another,  in  order  to  make 

a  fliir  judgment.  Thus,  for  inftance,  Ccm-^ 

fofition  arifes  from  two  parts  ;  viz.  In- 
vention and  Dijpoftion.  Nov/  a  painter 

may  poffibly  be  capable  of  inventing  all 

the  objeds  proper  to  a  good  compofition, 

and  yet  not  know  how  to  difpofe  them,  fo 

as  to  produce  a  great  efFeil.  Again,  in  De-- 

fign^  there  is  tafte  and  corrednefs  j  and  a 

picture  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! 

Fo  r  the  reft  :  I  am  not  fo  fond  of  my 

own  fentiments  as  to  think  they  will  not  be 

feverely  criticized  :  But  I  muft  give  notice, 

that  in  order  to  criticize  judicioufly,  one 

muft  have  a  perfect  knowledge  of  all  the 

parts  of  a  piece  of  painting,  and  of  the  rea- 
ibns  whigh  make  the  whole  goodj  for  many 

•  judge  of  a  picture  only  by  the  part  they  like, 
and  make  no  account  of  thole  other  parts 

which  either  they  do  not  underftand,  or  d(? 

nqtr^liftio 

A 
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A 

CATALOGUE 

O  F   T  H  E 

Hames  of  the  moft  noted  Painters, 

and  their  Degrees  of  Perfedion, 

in  the  Four  principal  Parts  of 

Painting  \  fuppoling  abfolute  Per- 

fedion  to      divided  into  twenty- 
Degrees  or  Parts. 

NAMES. 

Alham A. 
B. 

Barocchio 

Bqfjano^  yacmo 
Belino,  John 
Bourdon 

Le  Brun 

0 

(3 

0 

hi 

% 

<a 

5- 

? >!> 

1^ 

Deg. Deg. 

14 
14 

10 

14 
If 

6 

10 6 8 

4 6 

14 

10 

§ 8 4 

10 
16 

8 
16 

C 
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NAMES. 

De
jf
gn
, Co
lo
ur
in
g.
 

v. 

ft 

c. Deg. 

Dcg. Deg. 

Dsg. 

The  Caracches 

I  r 

17 13 

I  ̂  

10 

17 

0 

Clofrprrcrio 

13 
If 

I  2 
T)a  Cortofid  Pietvo 16 

14 

12 
6 

D. 

Diepembeck 

II 
TO T  /I 6 

Tyominicht  no I  < 

17 

9 

1 7 

T^UTPT  Alhpf^t 8 

IQ 

10 8 
G. 

Glorgione 
8 9 

18 

4 

Giofeppino 10 

10 

6 z 

Guerchino 18 
10 

10 
4 

H. 

HolbeiUy  Hans I. 0 
10 16 3 

1 2 T  0 9 

^oufdcicnSy  Jafnes 
10 

8 
16 

6 
L. 

Lanfranco 

14 

10 5 

Van  Leydeny  Lucas 
8 6 4 

M. 

Michael  Angelo  Buonarotti 
8 4 s 

IVitcpaet  Jingeio  aa  uarcivu^giu 
6 

\j 

16 0 

Mutiano P. 

Palma  the  elder 

6 

15 

4 

5 

16 

0 

Palma  the  younger 

14 

6 

Par-r 
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NAMES. 

Barmefan 

Penni^  Francifco  il  Fattore 

Del  Piombo^  Baptijia 
Perugino^  Pietrq 
P  or  den  on 

Poiirhus 

PouJJin 
Primaticcio R, 

Rembrant 

B.eni,  Guide 

]komano,  Julio 
^bens 

S. 

Sahiatiy  Francifco 

Santio,  Raphaele 

Del  SartOj  Andrea 
Le  Seur T. 

Teniers 

Tejia^  Pietro 
Tintoret 

^Titian 
U. 

Del  Vago,  Pierino 

Vandyke 
Vanius 

De  Udine,  John 

tJ 

Si 

•>* 

Di>(r 

T\,y 

Utg. Dev. 
10 

I  c D 
6 

0 

15 

8 

8 

13 

16 

4 

10 

8 

14 

^7 

/ 

T 

If 

6 I  K 

17 

6 

14 

7 

6 

17 

i^ 

9 ✓ 

16 
4 

18 

13 17 

J 

15 

8 

/ 

18 
12 

12 
16 

If 

15 

4 

I  C 

■J 

12 

i"^ 

I  I 

15 

0 
I  f 

14 

16 18 

If 

16 7 

If 

17 

13 

^5 

12 

10 
8 

16 

•I
* 

\Dtg. 

6 

7 

4 

5 
6 

15 

10 12 

12 

14 
17 

8 

18 8 

^f 

6 

<> 

4 
6 

6 

13 

i^ 

3 

Vero-* 
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NAMES. 
4 

Veronefe^  Paolo  Cagliari 
Venius  Of  ho 

Da  Vinci^  Leonardo 

Da  Volt  err  a  y  Daniele 
Z. 

Zuceharo^  Haddeo 

Zuccharo^  Friderico 

Deg. 

If 
13 

If 

12 

13 

10 

10 

14 

16 

15 

14 13 

F   I   N  I 
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ANatomy   Pag.  23, 80, 

94  to  98 Antique  \Statues  24,  81, 
85  to  95,  243,  24+ 

»  .  i.  Origin  of  82 
—  I  Beauties  83 
Apelles   25,  34j  182,  183, 

AthenSj  School  of  34 
—  »-  Its  Defcription  46 
Allegories  3^?  3^ 
Allegorical  Invention  14.  to 

i6 

Antonine  Column  35>  85, 

275 

Antoninus  2^4 
Attitudes,  their  Definition 61 

'  Choic^  of  ibid. 
In  Portraiture  168 

Abftrad  of  Difcourfe  about 
Draperies  120 

Accidents   69,  127,  128, 

167 

Air  in  Portraiture  161 

Adjuftment  or;  Drefs  in  Por- 
traiture 170 

Archite(3:ure,  its  Definition 

191 

Afchitedure,  its  Kinds Pag.  191 

Ariftotle    3,   254,  25 
256,258,270,  273,276, 

281 

Auguflus  259 
Alexander  the  Great  239, 

259 

His  Decree  about  Painting 
and  Sculpture  239,  260 

Archelaus  259 
Ariftides  162, 

Agreement  of  Colours  205 
 Betmeen   Poefy  and 

Painting  267 
Advantages  of  Sculpture  and Painting  270 
Annunciation,  Pi^ure  of, 

2S0 
Albano  297 
Alexander  Severus  264 
Aholiab  261 

B 

BAflfans  21 Le  Brun    102,  104, 

297 

Buildings  135 
Bourdon  1^36, 137, 146, 29^ 
Bernard  ir^6 
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Bril,  Paul  Pdg.  131 
Brugel  ibid. 
BhckMamefj  its  Defijiition 

191,  192 
Blind  Sculptor  of  Czu\bzi^\, 

his  Story  200 
Another  J  dicco  203 
Bezaleel  261 
Bofius  274 

Chrifi's  Burial,  Dsfcription 
of  it  in  Sculpt  tire  288 

Balance  of  Painters  294 
Barocchio  297 
Baflano,  Jacomo  ibiJ. 
Belino,  John  iW. 

CLaro-obfcuro  12,  6'^, 
119,219,^7^5-. 

 By  the  Diflribution  of 
ObjeSis  222 

. —  Bodies  of  Colours  ibid. 
 Accidents  223 

Clouds,  their  Effects  128  to 
131 

TtA  Caravaggio,  Polydore 
21,  (^9,  298 

Charge  inVainting  22,  97 
 Statuary  97 

Compofition  3°)  31 
Caracche  43,  145,  146, 

i54>i55,  173?  298 
 School  210 

Contraft       ̂ 2,  112,  113 
  Its  Definition  63 

Correggio  69,  99,  298 
Corred  nefs  of  Defign  80 
Cyllarus  84 
Charadters  of  Objeffs  100 
Colouring  13,  109,  118, 

165,  184 
Supported  193 

Colours,  /^e/V  Agreement 
and  Oppojition  Pag.  203 

 Maxims  about  213 
Coloured  Sketch,  its  Service 250 

* — RaphaelVikfe/;&<?^/ /Aere- 25 1 

Cort,  Cornelius  145 
Charles  V.  257,  26^ 
Campafpe  260 Cicero  2()0,  2^4,  277 
Christ  284 
His  Nativity,  its  Defcription 

in  Sculpture  285 
Da  Cortona,  Pietro  298 
Comtnodus  2^4 

D 

DEfiniciono/P^w;//»^  2 Dominichino  24,298 

Difpofition  13,31,58,54 
 Its  Six  Parts ;  viz. 

Difiribution  of  QbjeSfs  59 
Grouping  60 
Choice  of  Attitudes  61 
Contrap  62 
Cafi  of  Draperies  64 
The  Whole  together  ibid. 

Defign  II,  13,78 
Its  Definition  78,  19^, 

Its  Seven  Parts ,  viz. 
Corre£inefs  80 
Gout  99 

Elegance  ibid. 
Characters  of  Objects  100 Variety  79 

Exprejjion  79,  loi Perfpeiiive  79 
Colouring  the  Support  of it  193 
Its  Excellence  195^ 

Defign 
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Defign  vindicated  Pag.  198 
Does  not  imply  Colouring 

247 

Anatomy^  its  Bajis  95 
Draperies   ̂ 4,  no,  iii. 

Their  Three  Requiftes ; 
viz 

Order  of  Folds  111  to 

Diver fity  of  Stufs  115 to  11% 

Variety  of  Colouring  118, 
166 

Defcartes         102,  103, 
Dancing  TVonten,   an  an- 

tique Bas-relief  117 
Diflertation,  nvhether  Voefy 

be  preferable  to  Tainting 

255 

Demetrius  2^5 
Diepembeck  298 
Durer,  Albert  ibid. 

E 

ESfence  of  Painting 
 2 

Enthuliafra,  its  Defi- 
nition 70 

 Objedions  anfivered 
75  77 

Eye  mufi  he  fixed  66,  68 
Euphorbus  85 
Elegance  ofDefgn  99, 100 
Expreffion  and  FaJJion,  Dif- 

ference betiveen  loi 
Engraving,  the  Kinds  of 

191 

  Definition  ibid. 
Ennius  259,  264 
Euripides  359 

FArnefe  Gallery  Pag.  43 
Folds    Draperies  J  the 

Order  of       iii  to  ii<; 
Foregrounds  138 
Figures  in  Lands  kip  139 
Fouquier  140,  146 
Francis  I.  265' 
F\emi(h  School  120 
Fabius  Pidtor  264 

Glorgione  21,69,298 Guec,  Mr.  his  Lettet 
on  the  Subjedof  Truth  26 
Genius  38 
Grouping  60 

 Its  Definition  ibid. 
 Necefoy  231 

Gfefles  convex,  their  Ufes 

Goths  95 
Gout  of  Depgn  99 
Grounds  or  L.ands  134 
General  Obfervations  re- lating to  Lands  kip  153 
Grounds  of  Portraits  16  j 
Glazing  20^ 
Giofeppino  298 
Guerchino  ibid. 

H 

Iftory,  its  Explanation 

Hiftorical  Invention,  what ibid. 

Harmony  68, 6^ 

H 

Hand- 



ne  T  A  B  L  E. 

Handfomenefs  Pag. 
Horace    108,  254,  255, 

256, 267,  271,274,  276 
Heroick  Landskip  124 
Heroes,  <^c.    hoiu  to  he 
painted  164 
Homer  259 
Hiero  271 
Holbein,  Hans  2^8 

1 

IDea  of  Tainti
ng  i 

 General  and  Parti- 
cular 2j  3 

Invenuon        13,  30,  41 

Its  Definition  and  Cha- 
racter 32 

Its  Three  Kinds  j  viz. 

Uifiorical  33.    Its  pa- nties             33»  34 

^Allegorical  33.   Its  ̂ a- 
'    lities  34?o3(^ 

Myflical  33.  I^f lities  36 
Invention  ̂ (f^/if  ̂ ^/ce  iDtth 
■Poefy  38 

Jabac  f  Report  about  Van- 
dyke 176,  177 

Ineidence   of  Light  and 
Shade,  'what  219 

JordanOjLuca  298 
Jourdaens,  James  ihid. 
The  Incarnation,  a  fine  co- 

loured Draining  of  it  3^ 

LOnginus  74 
Layman,  its  XJfe  114, 

115 

Landskip  123 

Landskip,  its  Ttvo  Styles 
viz.  Pag; 
 The  Heroick  124 
  37?i?  Paftoral  124,125 

Landskip,  its  FourieenParts^ 
viz. 

Opening}    or  Situativns 
126 

Accidents  127 

Sky  and  Clouds  128 

Offskips   and  Mountains 131 
Verdure  or  Turfing  133 

"Rocks  ibid. 
Grounds  or  Lands  134 
Terraces  135 

Buildings  ibid. 
Waters  .  136 
Foregrounds  138 
Plants  139 

Figures  ibid. 
Trees  14 1 

Landskip,  ̂ Vx  ̂ ^w^/y  144 
—  Painters  Methods  there- 

in 349 

The  Aiithor's  Method  151 
General  Obfervations  on 

Le  Lorrain,  Claude  127, 128 

LuxemburgGd;//?r7  209,278 

Light,  Incidence  of 'what  219 Lelius  259 
Lanfranco  298 

VanLeyden,  LuCas  ibid. 
Labeo  2(^4 
Looking-glafs  105 

M 

M 

Anner  24 
Grande  Maniere  22, 

112 

Myftr- 

4 



Myftical  Invention 

TABLE. 
Pag. 

44- 

Metros  43 
Michael  Angelo  81,298 

 Story  a^out  a  Statue 
he  had  made  1 82 

Michael  Angelo  da  Cira- 
vaggio  298 
Muciano  ibid- 
^\[xxoX')COnvex-i  itsJJfe  6j 
Mary  de  Medicis,  RubensV 

PahtiKg  about  278 
Mttrodorus  264. 
Malines,  RubensV  Manage- 

ment of  the  Grou7id  of  its 
Vie-w 

Mountains 
Model 

133 

103 

N 

NAtivity  of  Chrifi,  its 
Defcription  in  Scul- 

pture 285 
Nero  264 

O 

O^jeflSj  their  Diflribu- tion  59,  222 
Unity  of  66.  Proved  230 
Their  Charaifers  100 

Ho-m  to  he  coloured  230 
How  to  he  handled  231 
Objections  agaitifi  their 

Unity  anfnjuered  75  to 77 

ObjsfHons  againjl  Colouring 
afifwered  188 

Grigirij  d^c.  of  the  Antiques 82 

Qvid  84,85,257,275 

Order  of  Fo'ds  in  Draperies 
Pag.  Ill  /o  115 

OfFikips^rwi/  Mountains  131 
Obfervations    relating  to 
Landskip  153 

Oppofition  of  Colours  203 
Order  of  Study  in  Painting 

234 

Objed.'ons  againft  Poefy  an- 

fwered 

273 

P 

!  Aincing, 
Building  for 

1% 

190 

P 
Conduit  in 
The  Kinds 

Order  in  its  Study  of  it 

234 

Alexander';  Decree  about it  239 
Ho-v:  revjarded  261 
The  Antients  Care  for  its 
Prefervation  263 

By  what  great  Perfonages 
praiiijed  264 

How  honoured  26^ 
Jts  Advantages  above 
Poefy  2  JO 

ObjeSfions  againfl  it  an- 
fiver  ed  273 

In  the  Luxembourg  Gal- 
lery 278 

Of  the  Annunciation  280 
Painters,  t-xo  Sorts  of  24 

Methods  offiudying  L>and- 

149 
skip 

The  Author*s therein 
Pordenon 
Palm  a  the  elder 

The  younger 

Method 21,299 

21,  298 298 

X 

Le 



TheT  h  B  L  E. 

Ze  PouflTm  Pag.  ai,  24, 
124,  140,  210,  299 

Proportion  80 
Polydore  <>  i 

Polycletus,    Statuary^  his 
Story  82,  83 

Philoftratus  85, 106 
Paffion  and  ExpreJJiony  their 

^Difference       101  to  109 fVhat  , 

Tivo  Sorts  y  viz. 
Tathetick  102 

Hotu  expre_(Jihle  107 
Perfpeftive  79 
Paftoral  Landskip  124 
Plants  139 
Portraiture  25,  158 

J^j  Four  Re^uifites  ̂   viz- 
161 

Colouring  16^ 
Attitude  or  Poflure  168 
Adjuftment  or  Drefs  170 
TraSticein  ly^ 
Whether  the  Defers  of 

Hature  are  to  be  cpr- 
re£ied  therein  1^5 

Oddnejs  in  Draperies  con- 
sidered 171 

Tolitical  ConduSi  therein 
180 

Pliny    182,213,  239) 255> 
260,  263,  2()4 

Prints,  their  Vfe  24^ 
Parallel  between  Poetr y  and 
Vainting  256 

Poets,  how.  encouraged  258 

Polygnotus,  Decree  about him  2.62 

Protogenes,  his  Sfory  263 
Paufanias  272 
Parmefan  a  99 

Penni,  Francifco  11  Fattorc 
Pag.  299 

Del  Piombo,  Baptifta  ibid. 
Perugino,  Pietro  ibid. 
Pourbus  ibid. 
Primaticcip  ibid. 
Pacuvius  264 

Plato  ibid.  • 
Pyrrho  ibid. 
Phidias  257 
Praxiteles,  his  Venus  262 

Uintilian    102,  268, 
28a 

R 

REmbrant,  hif  Fallacy 

6,  299 

Raphael    7,   8,    9,  10, 
14,  15,  21,  22,  24,  29, 
43,  119,  120,  152,  173, 182,  212,  248,  254 

Romano,  Julio  21, 61,299 
Roman  School  21,  85,  11 6, 

188 

-— —  Manner  210 
 Antit^uities  85 

Renij  Guido        <)9,  299 
RubensV  MS.  on  Statuary 

86 
Rubens  15,  133,1(^65207, 

209,210, 211, 2?7, 218, 

299 

 Uis  Works  juftijied  211 
 His  Painting  in  the 

Luxemburg  Gallery  a, 
Proef  of  the  Reafoning  in 
Painting  27  § 
Rocks  133 

Rhodes 



The  T:  h 

Rhodes  Pag.  2^)3 
Rofcius  277 

S 

STylCj  familiar  32 
 praSiical  ibid. 

Style,  heroick  124 
,  pafioral  32,  124 
The  Sublime  32.  Its  De- 
•finition  7 1 
Scaliger  ?,6 
Statuary,    RubensV  MS. 
about  ibid. 

Sculpture,    its  Definition 

190 ~—  Ufes 
■         Kinds  190,  191 

 Alexander'/  Decree  a- 
bout  it  toi 

Sculptors,  antient^  Manage- 
ment of  Draperies  jjj, 118 

Sculpture,  Defcription  of  two 
F feces  of  it  284 

Santio,  Raphaele.  See  Ra- 

phael. 
Stuffs  of  Draperies  J  their 

Diver  fity 
  Colouring  n8 

Situations  of  handskip  126 
Sky  and  Clouds  128 
Study  of  Lands  kip  144 
Seneca  213 
Siudy  in  Fainting)  its  Order 

234 

Suidas  257 
Scipio  259 
Severan  274 
Salviati,  Francifco  299 
Del  Sarto,  Andrea  ibid. 
JLe  Seur  ibid. 
Blind  Sculptor  fl/Cambaffi, 

^is  Story  2Q0 

B  L  E. 
Another  blind  Sculptor  Pag- 

Socrates  264 
School,  Roman  21,1 188 
—  Venetian  120 
—  Flemifh  ibid. 

T 
Ruth  in  Taintiitg  i, 

2,  12,  17,  24,  25, 

2(5 
General  and  T articular 18 

Its  Three  Kinds  j  viz. 
The  Simple  ibid. 
The  Ideal  "  19,20 
The  Compound  or  Verfeii 

20 

Mr.  GuetV  Letter^  on  the 
Subjeii  <j/Truth  in  Paint- 

ing 26 
Titian     11,  21,  29,  69, 

119,    12(5,    145,  145, 
154, 155, 1^(5, 197,  207, 
208, 217,  222,231,249, 

257,  265,  299 
Tyrius  Maximus  84 
Trajan  Co/umn      85,  27^ 
Terraces  13^ 
Trees  141 
Tints  16  tf 
Tintoret  173,  299 
Terence  '  259 Teniers  299 
Tefta,  Pietro  ibid. 
Turpilius  2.6^ 

U 

VAcican,RaphaelV;ror*r there  ^ 
Vatican  34 
Valincourtj  Mr.  Story  of  hit 

S/iewin^ 



the  T  A 

viewing  RaphaelV  Works 
in  jf^f- Vatican     Pag.  8, 

9,  10 

Venetian  School  21,  120 
Da  Vinci  Leonardo  21, 

2(j5,  300 

Virtue,  allegorical  Defcrip- 
tion  of  34 

Vafari  4^?,  5(1, 182 
Venetiano,  Agoiiino  47 
Unity  in  Painting  66 

 Of  Qbjeii   66 J  227, 
230 

 Obje£lions  ajtfvjered  75, 

.  Vemortfiration  of  66 
Verdure,  or  Turfit/g      1 3  3 
Vandyke  167,1733211,299 

His  Methods  i-jj 
Veronefe,  Paolo  173,  215', 

300 

Virgil  259 
Venus  of  Praxiteles  262 
Vitruvius  271 

Virgin  Mary  280 

B  L  E. 

Del  Vago,  Pierino  Pag. 

299 

Vani  as  ibid. 
D^- Udine,  John  ibid. 
Vcnius,  O  ho  300 
Dn  Volterra,  Daniel  ihid. 
V  efpafiari    .  264 

W 

THE  Whole  together 64  to  70,  2,26 
 Its  Definition  6<; 

 Effe^s.  66 
Waters  1^6. 

Women,  ho'W  to  be  painted 166 

Z 

ZEuxis  257,  2
67 ZuccharOjTaddeo3co 

Zuccharo,  Friderico  tt>id. 
2^umbo,  Mr.  his  Two  Pieces 

of  Sculpture  284 
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