modern f:onnmsse" 1 He obsem
. a statue-of Paris, by Euphrande, you tmght

discover at the same tine thtee different cha-
racters ; the dignity of a Judge of the God~
desses, the Lover of Helen, and the Con-
queror of Achilles. A statue in which you
endeavour to unite stately dignity, youthful
elegance, and stern valour, must surely pos-
sess none of these to any eminent degree.

From hence it appears, that there is much
difficulty as well as danger, in an endeavour
to concentrate in a Single subject those various
powers, which, rising from different points,
naturally move in diffetent directions.

The summit of excellence seems to be an
assemblage of contrary qualities, but mixed,
in such proportions, that no one part is found
to counteract the other. How hard this is
to be attained in every art, those only know,
who have made the greatest progress in their
respective professions.

"T'o conclude what I have to say on this
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* part of the subject, which I think of great
importance, I wish you to understand, that I
do not discourage the younger Students from
the noble attempt of uniting all the excellen-
cies of art ; but suggest to them, that, beside
the difficulties which attend every arduous
attempt, there 1s a peculiar difficulty in the
choice of the excellencies which ought to be

united. I wish you to attend to this, that

you may try yourselves, whenever you are
capable of that trial, what you can, and what
you cannot do; and that, instead of dissi-

pating your natural faculties over the im-

mense field of possible excellence, you may

choose some particular walk in which you
may exercise all your powers ; in order that
exch of you may become the first in his way.

If any man shall be master of such a trans-

cendant, commanding, and ductile genius, as

to enable him to rise to the highest, and to

stoop to the lowest, flights of art, and to P //;C/{ y

sweep over all of them unobstructed and se-

cure, he is fitter to give example than to re-
ceive instruction,

Having said thus much on the wwion of
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excellenciés, J will next-say something of *
the . subordination .in. which varieus excel--
lencies ought to be kept. i

I-am of opinion, that the ornamental style,
which in my: discourse of last year I cau-
tioned you against, considering it as przncipal,
may not be wholly unworthy the attention,
even of those:who aim at the grand  style, .

when it 1s properly placed and properly re-
duced.. N

But this:study will be used with far better
effect, if its principles are employed in soft~
ening the harshness and mitigating the rigour,
of the great style, than if it attempt to stand:
forward with any pretensions of its awn to
positive and original excellence. It was thus
Lodovico' Carracci, whose example I for-
merly recommended to you, employed it. He
was acquainted with the works both of Cor-
reggio and the Venetian painters, and knew
the principles by which they produced those
pleasing eftects which at the first glance pre-
possess us so much in their favour; but he

took only as much from each as would em-

-y
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béllish, but not over-power, that manly
strength and energy of style, which 1s his
peculiar character. -

Since I have already expatiated so largely
in my former discousse, and in my present,
upon the sty/es and characters of Painting, it
will not be at all unsuitable to my subject if
I mention to you some particulars relative to
the leading principles, and capital works of
those who excelled in the grear style; that I
may bring you from abstraction nearer to
practice, and by exemplifying the positions
which I have laid dowin, enable you to under-
“stand more clearly what I would enforce.

The principal works of modern art are in
Frefco, 2 mode of painting which excludes 5 |
attention to minute elegancies: yet these
works in Fresco, are the productions on whlch CA d/é
the fame of the greatest masters depends
such are the pictures of Michael Angelo and

Raffaelle in the Vatlcan . L0 w hich we may Dé}_@

" 7/*}"
"l. JJ‘" -

/?ed co

add the Cartoons.;: which, though not strictly
to be called Fresco, yet may be put under ¢7

p ?,//sz
C/’M//ca [ ﬂamf;ZM ad/&u /;’M@M

%/@';JL // Ly a @A—-c ?/m
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that denomination ; and such are the works
of Giulio Romano at Mantua. If these per-
formances were destroyed, with them would
be lost the best part of the reputation of those
illustrious painters ; for these are justly con-
sidered as the greatest efforts of our art which
the world can boast. To these, therefore,
we should principally direct our attention for
higher excellencies. As for the lower arts,
as they have been once discovered, they may
be easily attained by those possessed of the
former. |

Raffaelle, who stands in general foremost
of the first painters, owes his reputation, as I
have observed, to his excellence in the higher
parts of the art : his works in Frefco, there-
fore, ought to be the first object of our study
and attention. His easel-works stand in a
lowerdegree of estimation : for though he con-
tinually, to the day of his death, embellished
his performances more and more with the ad-

"""////’ ditionof thoselowerornaments, whichentirely
make the merit of some painters, yet he never

. arrwed at SUC /h/perfection as to make him an

75‘«”/ L e iy Beee iy L -
% 46’// /%J“J /w% f u/’/‘n é’fvv/;w?f&y é/; :

ﬁ»oh/f- ﬂ&zyﬂ Jo éé ( owins) z>< ,
sty ) SagrdBy n cnlirups
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object of imitation. He never was able to

conquer perfectly that dryness, or even lit-

tleness of manner, which he inherited from

$is master. He never acquired that nicety "‘

of taste in colours, thgt breadth of light and @é&z u
shadow, that art and management of uniting :
light to light, and shadow to shadew, so as to

make the object rise out of the ground with %4 3) |
that plenitude of effect so much admired in; |
ikl oe

the works of Correggio. When he painted
in oil, his hand seemed to be so cramped and Py 5}2);

confined, that he not only lost that facility
%7&4 -

and spirit, but I think even that correctness
of form, which is so perfect and admirable
in his Fresco-works. I do not recollect any 26‘%"4 W

pictures of his of this kind, except perhaps o A
the Transfiguration, in which there are not “/" c

some parts that appear to be even feebly UA%M
drawn. 'That this is not a necessary attend-

ant on Oil-painting, we have abundant in-

stances In more modern painters. Lodovico

Caracci, for instance, preserved in his works

in oil the same spirit, vigour, and correctness

which he had in Fresco. I have no desire Q é
to degrade Raffaelle from the high rank which "¢

‘e deservedly holds : but by comparing him
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2 o 9,,: 7 with himself, he does not appear to me to be
y é | the same man in Oil as in Fresco.,
e /AL | |

M 4 . ’/‘, ¢ From those who have ambition to. tread ins

| this great walk of the art, Michael Angelo
Da WINC claims the next attention. He did not pos-

-./%[ sess so many excellencies as Raffaelle, but
. those which he had were of the highest kind.

- He considered the art as consisting of little

/MZ more than what may be attained by sculp-
/4

ture ; correctness of form, and energy of
character. We ought not to expect more

J&W than an artist intends in his work. He

. .
never attempted those lesser elegancies and ﬁ“
Vasari says, he never . -

ddgraces in the art.
i JW painted but one pictute 1n oil, and resolved (¢

% m"ever to paint another, saying, it was an em-

ployment only fit for women and children,

% . ; -If any man had a right to Jook down upon
the lower accomplishments as beneath his

attention, it was certainly Michael Angelo; &yé
nor can it be thought strange, that such a
mind should have slighted or have been with-

’/f ld from paying due-attention to all ghose
LA o i 8
th/ 52744 Wene W ﬁz/ pvrle
Lo it § ZA Lk S
Mm‘ ﬁﬁwn‘r& .. . e < 4

i.v'?*ﬁno i W | . &
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diffused such lustre over the works-of other
painters. |

- h

It must be acknowledged, however, that %‘, 9
together with these, which we wish he had - 2 % -

more attended to, he has rejected all the false, 7 4 M
though specious ornaments, which disgrace ‘/Z

the works even of the most esteemed artists ; / A 4‘-—
and I will venture to say, that when those %
higher excellencies are more known and cul- 7

tivated by the artists and the patrons of arts,
his fame and credit will increase with our
increasing knowledge. His name will then gMMC
be held in the same veneration as it was in

the enlightened age of Leo the Tenth: and
it is remarkable that the reputation of this
truly great man has been continually declin-
ing as the art itself has declined. For I must
remark to you, that it has long been much
on the decline, and that our only hope of its
revival will consist in your being thoroughly
sensible of its depravation and decay. It is

to Michael Angelo, that we owe even the **
existence of Raffaelle: it is to him Raftaelle

owagy the grandeur of his style. He was g, . ﬁ/

taught by h1m to elevate his thourrhts, and

M%m ﬁ»@%/g\. Qmﬁm

@A./ @ u/ucﬂ.
Mmm/éaén/vwﬂvﬁ//ﬂ




128 'THE FIFTH DISCOURSE. |
65 ¥anceive his subjects with dignity. His

genius, however formed to blaze and to
shine, might like fire in combustible matter,
for ever have lain dormant, if it had not
caught a spark by its contact with Michael
Angelo : and though it never burst out with

- bis extraordinary heat and vehemence, yet it
" “must be acknowledged to be a more pure,

regular, and chaste flame. Though our
judgement must upon the whole decide in

- favour of Raffaelle, yet he never takes such

J L~

Jongemy

."Ir '
4 .

a firm hold and entire possession of the
mind as to make us desire nothing else, and
to feel nothing wanting. The effect of the
capital works of Michael Angelo perfectly
corresponds to what Bouchardon said he felt
from reading Homer; his whole frame
appeared to himself to be enlarged, and all
nature which surrounded him, diminished to
atoms,

If we put these great artists in a light of
comparison with each other, Raffaelle had
more Taste and Fancy, Michael Angelo
more Genius and imagination. The one
excelled in beauty, the other in energy.

»

o
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Michael Angelo has more of the Poetical

Inspiration ; his ideas are vast and .sub-

lime; his people are a superior order of

beings ; there is nathing about them, no-

thing in the air of their actions or their

attitudes, or the style and cast of their limbs

or features, that reminds us of their be-

longing to our own species. Raffaelle’s

imagination is not so elevated ; his figures

are not so much disjoined from our own

diminutive race of beings, though his ideas

are chaste, noble, and of great conformity

to their subjccts. Michael Angelo’s works

have a strong, peculiar, and marked cha-

racter : they seem to proceed from his own

mind entirely,”and that mind so rich and ﬂ M % .
abundan¢, that he never needed, or seemed v/ #£¢ /A%
to disdain, to look abroad for foreign help. ., «.7r2ee
Raffaelle’s materials are generally borrowed, 7 9
though the noble structure is his own. The “ 47

excellency of this extraordinary man lay in M / ’}zr/
the propriety, beauty, and majesty of his
,d,C(/M

characters, the judicious contrivance of his " ”
e A 4

Composition, his correctness of Drawing, e (. /522977
purlty’of Taste, and skilful accommoda-

tion of other men’s conceptions to his own / [/ 4

VOL. I. K @/ /wzﬁ/%/w
ihpase 97 & wling Lokt benslas G

LZ @;\ym«:) M T 7u—a/ ?é_
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'purpose. Nobody éxcejled him in that
judgement, with which he united to his
* own observations on Nature, the Energy of
Michael Angelo, and the Beauty and Sim-
plicity of the Antique. -To the question
therefore, which ought to hold the first
rank, Raffaelle of Michael Angelo, it must
be answered, that if 1t 1s to be given to him
who possessed -a greater combination of the
higher qualities of the art than any other
man, there is no doubt but Raffaelle is the
first. But if, as Longinus thinks, the sub-
lime, being the highest excellence that hu-
man composition can attain to, abundantly
compensates the absence of every other

beauty, and atones for all other deficien-
cies, then Michael Angelo demands the

preference.

These two extraordinary men carried
some of the higher excellencies of the art
to a greater degree of perfection than pro-
bably they ever arrived at before. They
certainly have not been excelled, nor equal-
led since. Many of their successorg were
induced to leave this great road as ateaten
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path, endeavouring to surprise and please
by something uncommon or new. When
this desire of novelty has proceeded from
mere idleness or caprice, itis not worth the
trouble of criticismt;_but when 1t has been
the result of a busy mind of a peculiar com-
plexion, itisalways striking and interesting,
never insipid.

Such is the great style, as it appears in </,
S : y .’ : PP' : AL %&'a/%
tl}ose who possessed it at its height : in this, -

search after novelty, in conception or in

treating the subject, has no place, ‘/ﬂﬂb‘bz ~

But there is another style, which, though . /7, /
inferior to the former, has still great merit, ﬂ
because 1t shews that those who cultivated / erat
it were men of lively and vigorous imagi-
nation. This, which may be called the
original or characteristical style, being ‘less o g wal <
referred to any true archetype existing either //,/ ;
in general or particular nature, must be m‘(;:'
supported by the painter’s consistency in in AL wo

the principles which he has assumed, and %m) ./%p.
in thg union and harmony of his whole de- % %_ équ
-

sign, The excellency of every style, but of

) Lo Sk ¢
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the subordinate styles more especially, will
very much depend on preserving that union
and harmony between all the component
~parts, that they may appear to hang well
together, as if the whole proceeded fré¥n one
mind. It is in the works of art, as in
the characters of men. The faults or de-
fects of some men seem to become them,
when they appear to be the natural growth,
and of a piece with the rest of their cha-
racter. A faithful picture of a mind,
though it be not of the most elevated kind,
though it be irregular, wild, and incorrect,
yet if it be marked with that spirit- and
firmness which characterises works of genius,
will claim attention, and be more striking
than a combination of excellencies that do
not seem to unite well together ; or we may
say, than a work that possesses even all ex-
cellencies, but those in a moderate degree.

/' atov W One of the strongest-marked characters of
¥ % ¢ this kind, which must be allowed to be
aveas ~subordinate to the great style, is that of

d Prelanhd Salvator Rosa. He gives us a peculigr cast
5 % /2; of nature, which, though void of all grace,

e . m.A V4 MM;’) Vtlemgion, o~ Za
//Mq Z»&aa/ug W ﬂ‘?

/mm
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elegance, and simplicity, though it has
nothing of . that elevation and dignity which 7 M

belongs to the grand style, yet, has thatW’ﬁ""”z%

sort of dignity which belongs to savage vz

and uf?éultivated nature : but what is most to

be admired in him, is, the perfect corre-

spondence which he observed between the

subjects which he chose and his manner of %9@ 5 4
treating them. Every thing is of a piece:
his Rocks, Trees, Sky, even to his hand- 7
ling, have the same rude and wild charac-

ter which animates his figures.

With him we may contrast the character

of Carlo Maratti, who, in my opinion, had K
no great vigour of mind or strength of ori- W
ginal genius. He rarely seizes the ima. [

g
gination by exhibiting the higher excellen-(;//-'g/ !;

cies, nor does he captivate us by that ori-
ginality which attends the painter who
thinks for himself. He knew and practised
all the rules of art, and from a composi-
tion of Raffaelle, Caracci, and Guido, made
up a style, of which the only fault was,
that it had no manifest defects and no stri-
king beauties; and that the principles of
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his corﬁposition are never blended together,
so as to form one uniform body, originalinits
kind, or excellent in any view.

I will mention two other painters? w ho,

though entirely dissimilar, yet by being each

consistent with himself and possessing a

manner entirely his own, have bath gained

reputation, though for very opposite accom-

plishments. The painters I mean, are Ru-

4 bens and Poussin.  Rubens I mention in this
?/// s place, as I think him a remarkable instance
of the same mind being seen in all the vari-

/éfﬂt avc ous partsof theart. The whole is so much

ﬁ é of a piece, that one can scarce be brought

to believe but that 1f any one of the qua-
75 lities he possessed had been more correct
and pertect, his works would not have been
<« so complete as they now appear. If we
should allow him a greater purity and cor-
rcctness of Drawing, his want of Simplicity

/ o) i, 15 -
S in Composition, Colouring, and Drapery,

7.0#’4 ¢ ) would appear INorc gross,

%' ‘( 7 “9 In his Composition his art is too apparent,
His figures have expression, and act with

2L, AV
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energy, but without simplicity or dignity. . by o e

His Colouring, in which he is eminently j'?)tll" ey,
skilled, is notwithstanding too much of /j / /

what we call tinted. - Throughout the whole / jog ey
Ao

of his works, there is a proportionable want

. . e . W/

of that nicety of distinction and elegance of Yy ﬂ" M
mind, which 1s required in the higher J/‘.“ "l"/ r of
.X.::‘,Nmm/‘—

walks of painting ; and to this want it may

be 1n some degree ascribed, that those ’Z4 & ;;/é%
qualities which make the excellency of this 4 i o on
subordinate style, appear in him with then' v ot 2
greatest lustre. Indeed the facility with %fé/[fvﬂ—
which he invented, the richness of his com- ,// 4~ A
position, the luxuriant harmony and bnlli- K ﬁmzfm,y
ancy of his colouring, so dazzle the eye, that Ad .
whilst his works continue before us, we can- /g, ... .0
not help thinking that all his deficiencies are y 4./7Zcn ot iae.

fully supplied*, Pruskoy 1/%}«17
i bl

2y i)

Opposed to this florid, careless, loose, and /., 732, /
inaccurate style, that of the simple, careful, , . 4/[;,.,,
pure, and coyrect style of Poussin seems to 7 S /

* A more detailed character of Rubens may be {ound
in the “ Journey to Flanders and Holland,” near the
conclusion, M.

%ﬂ’lJ £ /:&/1-1-4! J (ftMJP/ r/r/ﬂ 22t ?//“"‘f"// A~ 7""—
’/
/ nf_ Al & 7 7/ /—' éd!% /C'C l, L f"/ /‘fﬂ% /n/mfr eum/

Aporli_ .
/W/;j / u{/&lwi e ﬂ-t. / .ﬁb‘ta, Q')nu /‘ O LA
) 2 o /'ymcjxl)‘m w aﬁemtw/ﬁA./a

/A/m-c.. Mt/ )4“’ %"’ /M/G/Q"‘
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be 4 complete contrast. Yt however oppaa
site their ¢haraeters, in oné thing they agreed;
hoth of them always preserving a perfect cor-
fespondence between all the parts of their
tespective manners; insomuch that it may be
doubted whether any alteration of what 1s
considered as defective in either, would not
destroy the effect of the whole,

Poussin lived and conversed with the
ancient statues so long, that he may be said
to have been better acquainted with them,
than with the people who were about him,
I have often thought that he carried his vene-
ration for them so far as to wish to give his
works the air of Ancient Paintings. It is cer-
tain he copied some of the Antique Paintings,
particularly the Marriage in the Aldobrandini-
Palace at Rome, which I believe to be the
best relique of those remote ages that has yet
been found.

No works of any modern has so much of
the air ot Antique Painting as those of Pous-
sin. His best performances have a remarka-
ble dry ness of manner, which though by no



THE FIFFH BISESURSE, - Yyy
means to be recommended for imitation, yet
seems perfectly corresponderit to that ancient
simplicity which distinguishes his styles
Like Polidoro he studied the ancients so
much, that he acquired a habit of thinking in
their way, and seemed to know perfectly the
actions and gestures they would use on every
occasion, '

Poussin in the latter part of his life changed
from his dry manner to one much softer and
vicher, where there is a greater union be-
tween the figures and the ground; as in the
Seven Sacraments in the Duke of Orleans’s
collection; but neither these, nor any of his
other pictures in this manner, are at all com-
parable to many in his dry manner which we
have in England,

/
The favourite subjects of Poussin were

Ancient Fables; and no painter was ever
better qualified to paint such subjects, not
only from his being eminently skilled in the
knowledge of the ceremonies, customs and
habits of the Ancients, but from his bejng so
well acquainted with the different characters
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which those who invented them gaveto their
allegorical  figures. Though Rubens has
shewn great fancy in his Satyrs, Silenuses,
and Fauns, yet they are not that distinct se-
parate ‘class of beings, which is carefully
exhibited by the Ancients, and by Poussin.
Certainly when such subjects of antiquity
are represented, nothing in the picture ought
to remind us of modern times. Themind is
thrown back ‘into antiquity, and nothing
ought to be introduced that may tend to
awaken it from the illusian. |

Poussin seemed to think that the style and
the language in which such stories are told, is
not the worse for preserving some relish of
the old way of painting, which seemed to
give a general uniformity to the whole, so
that the mind was thrown back into antiquity
not only by the subject, but the executiqn.

If Poussin in imitation of the Ancients
represents Apollo driving his chariot out of
the sea by way of representing the Sun rising,
if he personifies Lakes and Rivers, it is no-
wise offensive in him; but seems perfectly of



'THE FIFTH DISCOURSE, X35

a piece with the general air of the picture.
On the contrary, if the Figures which people
his pictures had a modern air or countenance,
if they appeared like our countrymen, if the
draperies were like cloth or silk of our ma-
nufacture, if the landskip had the appearance
of a modern view, how ridiculous would
Apollo appear instead of the Sun; an old
Man, or a Nymph with an urn, to represent
a River or a Lake?

I cannot avoid mentioning here a circum-
stance in portrait-painting, which may help
to confirm what has been said. When a
portrait is painted in the Historical Style, as
it s neither an exact minute representation of
an individual, nor completely ideal, every
circumstance ought to correspond to this
mixture. The simplicity of the antique air
and attitude, however much to be admired,
is ridiculous when joined to a figure in a
modern dress. It 1s not to my purpose to
enter into the question at present, whether
this mixed style ought to be adopted or not ;
yet if it 1s chosen, ’tis necessary it should be
complete and all of a piece: the difference of

am Zrcelllea
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stuffs, for instance, which make the cloath<
ing, should be distinguished in the same de-
gree as the head deviates from a general idea.
Without this union, which I have so often
recommended, a work can have no marked
and determined character, which is the pecu-
liar and constant evidence of genius. But
when this is accomplished to a high degree,
it becomes in some sort a rival to that style

which we have fixed as the highest,

Thus I have given a sketch of the cha-
racters of Rubens and Salvator Rosa, as they
appear to me to have the greatest uniformity
of mind throughout their whole work. But
we may add to these, all those Artists who
are at the head of a class, and have had a
school of imitators from Michael Angelo
down to Watteau. Upon the whole it appears,
that setting aside the Ornamental Style, there
are two different modes, either of which a
Student may adopt without degrading the
dignity of hisart. The objectof the first is,
to combine the higher excellencies and
embellish them to the greatest advantage ;
of the other, to carry one of these excellencies

6
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to the highest degree. But those who possess

neither must be classed with them, who, as
Shakspeare says, are men of nomark or likel1hood.

I inculcate as frequently as I can your form-
ing yourselves upon great principles and great
models. Your time will be much mis-spent in
every other pursuit. Small excellencies should
be viewed, not studied; they ought to be
viewed, because nothing ought to escape a
Painter’s observation; but for no other reason.

There 1s another caution which I wish to
give you. Be as select in those whom you
endeavour to please, as in those whom you

endeavour to 1mitate. Without the love of

fame you can never do any thing excellent;
but by an excessive and undistinguishing
thirst after it, you will come to have vulgar
views; you will degrade your style; and
your taste will be entirely corrupted. It is
certain that the lowest style will be the most
popular, as it falls within the compass of ig-
norance itself ; and the Vulgar will always be
pleased with what is natural, in the confined
and misunderstood scnse of the word.
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One would wish that such depravation of
taste should be counteracted with that manly
pride which actuated Euripides when he said
to the Athenians who criticised his works,
‘¢ I do not compose my works in order to be
‘¢ corrected by you, but to instruct you.”
It is true, to have a right to speak thus, a
man must be an Euripides. However, thus
much may be allowed, that when an Artist
1s sure that he 1s upon firm ground, supported
by the authority and practice of his predeces-
sors of the greatest reputation, he may then
assumethe boldness and intrepidity of genius ;
at any rate he must not be tempted out of the
right path by any allurement of popularity,
which always accompanies the lower styles
of painting.

I mention this, because our Exhibitions,
while they produce such admirable effects by
nourishing emulation, and calling out genius,
have also a mischievous tendency, by se-
ducing the Painter to an ambition of pleasing

M m—;mdlscrlmmately the mixed multitude of peo-

ple who resort to them.

n/w WJ’
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DISCOURSE VI.
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IMHATION ~~CENIUS BEGINS WHERE RULES END.,—~
INVENTION ;~~ACQUIRED BY BEING CONVERSANT
WITH THE INVENTIONS OF ornmé.——rﬂz TRUE
METHOD OF IMITATING.—~~BORROWING, HOW FAR

ALLOWABLE,—~SOMETHING TO BE GATHERED FROM
EVERY SCHOOL:

GENTLEMEN,;

W ken I have taken the liberty of address+
ing youon the courseand order of your studies,
I never proposed to enter into a minute detail
of the art. This I have always left to the
several Professors, who pursue the end of
our institution with the highest honour to
themselves, and with the greatest advantage
to the Students.

My purpose in the discourses I have held -
in the Academy has been to lay down certain
general positions, which seem to me proper
for the formation of a sound taste: principles

necessary to guard the pupils against those
VOL. I. . L
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errors, into which the sanguine temper come
mon to their time of life has a tendency to
Jead them; and which have rendered abor-
tive the hopes of so many successions of
promising young men in all parts of Europe.
I wished also, to intercept and suppress those
prejudices which particularly prevail when
the mechanism of painting is come to 1its
perfection; and which, when they do pre-
vail, are certain utterly to destroy the higher
and more valuable parts of this literate and
liberal profession.

These two have been my principal pur-
poses; they are still as much my concern as
ever; and if I repeat my own notions on the
subject, you who know how fast mistake and
prejudice, when neglected, gain ground upon
truth and reason, will easily excuse me. I
only attempt to set the same thing in the
greatest variety of lights.

- The subject of this discourse will be Im1-
TATION, as far as a painter is concerned in
it. By imitation, I do not mean imitation

an 1its largest sense, but simply the following
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of other masters, and the advantage to be
~ drawn from the study of their works.

Those who have undertaken to write on ﬁamﬁ/ﬁéa
our art, and have repreSented it as a kindof 4, ,9’@4&;}:3

inspiration, as a gift bestowed upon peculiar (Do F X S ot

favourites at their birth, seem to insuie a ,/é, Z Z

much more favourable disposition from their
~readers, and have a much more captivating ./
and liberal air, than he who attempts toex+ 2/, 10, <2
amine, coldly, whether there are any means -
by which this art may be acquired ; how the Mﬁm ¢
mind may be strengthened and expanded and ““(7 At

what guides will shew the way to eminence. %uu

It is very natural for those who are unac.
quainted with the cause of any thing extra-
ordinary, to be astonished at the effecr, and
to consider it as a kind of magick. They,
who have never observed the gradation by
which art is acquired ; who see only what
is the full result of long labour and applica-

tion of an infinite number and infinite variety

of acts, are apt to conclude from their entire

inability to do the same at once, that it is not

only inaccessible to themselves, but can be
L 2

/ /rat//e/y' )tffu // /de %’V/M:) (i/fvavL “’
//) W /M‘u ?’ut/’ /V/ M A/-e a/fid 7:«/12 /auwc.

- ‘ /
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done by those only, who have some gift of
the nature of inspiration bestowed upon them:.

The travellers into the East tell us, that
when the ignorant inhabitants of those coun-
tries are asked concerning the ruins of stately
edifices yet remaining amongst them, the
melancholy monuments of their former gran.
deur and long-lost science, they always ane
swer, that they were built by magicians.
The untaught mind finds a vast gulph be-
tween its. own powers, and those works of
complicated art, which it is utterly unable to
fathom ; and it supposes that such a void
can be passed only by supernatural powers.

And, as for artists themselves, it is by no
means their interest to undeceive such judges,
however conscious they may be of the very
natural means by which their extraordinary
powers were acquired ; though our art, bes
ing intrinsically imitative, rejects this idea of
inspiration, more perhaps than any other.

It 1s to avoid this plain confession of truth,
as 1t should seem, that this imitation of mas-
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ters, indeed almost all imitation, which im-
plies a more regular and progressive method
of attaining the ends of painting, has ever
been particularly inveighed against with
great keenness, both by ancient and modern

writers.

To derive all fromt native power, to owe /%] 2l el
nothing to another, is the praise which men, /1.8 ﬂt Vz

who do not much think on what they are # //%
saying, bestow sometimes upon others, and / Lﬁéﬂe
sometimes on themselves ; and their imaa o s y
ginary dignity is naturally heightened by a7 "

supercilious censure of the low, the barren, %‘%— %af

the groveling, the servile imitator. It would

be no wonder if a student, frightened by /ﬂ%df Hobr
these tersifick and disgraceful epithets, with” /5 /ea
which the poor imitators are so often loaded, 4, ./ /;W,,.
should let fall his pencil in mere despair; ,; 7 L-fw
(conscious as he must be, how much he has W/Z:
been indebted to the labours of others, how 7 /pm.//
little, how very little of his art was born %
with him ;) and, consider it as hopeless, to 4 %

set about acquiring by the imitation of any “‘/
"C?

human master, what he is taught to suppose, ,/

1s matter of inspiration from heaven.
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".Some allowance must be made for what isg
said in the gaiety of rhetorick:. We cannot
suppose that any one can really mean to ex-
clude all imitation of others. A position so
wild would scarce deserve a serious answer ;
for it is apparent, if we were forbid to make
use of the advantages which our predecessors
afford us, the art would be always to begin,
and consequently remain always in its infant
state ; and it i1s: a common observation, that
no art was ever invented and carried to per-
fection at the same time.

.+ But to bring us entirely to reason and
sobriety, let it be observed, that a painter
must not only be of necessity an imitator of
the works of nature, which alone 1s sufticient
to dispel this phantom of inspiration, but he
must be as necessarily an imitator of the
works of other painters: this appears more
hilmiliating, but 1s equally true; and no man
can be an artist, whatever he may suppose,
upon any other terms.

However, those who appear more mode-
sate and reasonable, allow, that our study is
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to begin by imitation ;- but maintain that
we should no longer use the thoughts of
our predecessors, when we are become able
to think for ourselves. They hold that imi-
tation is as hurtful to the more advanced
student, as it. was advantageous to the be-

ginner.

For my own part, I confess, I am not
only very much disposed to maintain the ab-
solute necessity of imitation in the first stages
of the art; but am of opinion, that the study
of other masters, which I here call imitation,
may be extended throughout our whole lives,
without any danger of the inconviencies with
which it is charged, of enfeebling the mind,
or preventing us from giving that original air
which every work undoubtedly ought-always
to have.

I am on the contrary persuaded, that by
imitation only, variety, and even originality
of invention, is produced. I will go further;
even genius, at least what generally is so
called, is the child of imitation. But as this
appears to be contrary to the general opinion,
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4/&1/ s
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I must explain my-: position before I end
force it.

Genius is supposed to be a powerof produc-
ing excellencies, which are out of the reach of

- the rules of art ; a power which no precepts

can teach, and which no industry can acquire.

This opinion of the impossibility of ac-
quiring those beauties, which stamp the
the work with the character of genius, sup-
poses that it is something more fixed than in
reality it is ; and that we always do, and
ever did agree in opinion, with respect te
what should be considered as the characte-
ristick of genius. But the truth is, that the
degree of excellence which proclaims Genius
is different, in different times and different
places; and what shews it ta be so is, that
mankind have often changed their opinion
upon this matter,

When the Arts were in their infancy, the
power of merely drawing the likeness of any
object, was considered as one of its greatest
efforts, The common people, ignorant of
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the principles of art, talk the same langnage
even to this day. But when it was found
that every man could be taught to do this,
and a great deal more, merely by the observ-
ance of certain precepts ; the name of Genius
then shifted its application, and was given
only to him who added the peculiar charac-
ter of the object he represented ; to him who
had invention, expression, grace, or dignity ;
in short, those qualities, or excellencies, the
power of producing which, could not zhex be
taught by any known and promulgated rules.

We are very sure that the beauty of form,
the expression of the passions, the art of
composition, even the power of giving a ge-
neral air of grandeur to a work, 1s at present
very much under the dominion of rules.
These excellencies were, heretofore, consi-
dered merely as the effects of genius; and
justly, if genius is not taken for inspiration,
but as the effect of close observation and ex-

periencc.

He who first made any of these observa-
tiops, and digested them, so as to form an

Dani)
ool
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/ tt- wes invariable principle for himself to work by,
Ao~ had that merit, but probably no one went
o Hrids Aave very far at once; and generally, the first who
' Mok M’ gave the hint, did not know. how to pursue
@/&w@ it 'steddily, and methodically ; at least not in
) w b the Pegmnmg.. He himself worked on it,
and improved it ; others worked more, and
’7?%‘”“ improved further; until the secret was dis-

~ covered, and the practice made as general, as
| refined practice can be made. How many
o ? Chectt more principles may be fixed and ascertained,
e wn 7 we cannot tell ; but as criticism is likely to

%%W p. go hand in hand with the art which is its

" an. Subject, we may venture to say, that as that
//ﬁhy/,éq art shall advance, its powers will be still

Loy il Jmore and more fixed by rules.

But by whatever strides criticism may gain
ground, we need be under no apprchension,
that invention will ever be annihilated, or
subdued ; or intellectual energy be brought
entirely within the restraint of written law.
Genius will still have room enough to ex-
patiate, and keep always at the same distance
from narrow comprehension and mechanical
performance.
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. What we now call Genius, begins, not o
where rules; abstractedly taken, end ; but ‘Zé;/am(

where known vulgar and trite. rules have no 4y

longer any place. It must of necessity be, ‘//
¢hat even works of Genius, like every other -

effect, as they must have their cause, must Lacet . WY

likewise have their rules; it cannot be by %(/'
chance, that excellencies are produced* with (/47 ONE

any constancy or any certainty, for this 1s not M

the nature of chance ; but the rules by which
men of extraordinary parts, and such as are
called men of Genius, work, are either such
as they discover by their own peculiar obser-
vations, or of such a nice texture as not easily
to admit being expressed in words ;' espe-
cially as artists are not very frequently skil-
ful in that mode of communicating - ideas.
Unsubstantial, however, as these rules may
seem, and difficult as it may be to convey
them in writing, they are still seen and felt
in the mind of the artist ; and he works from
them with as much certainty, as if they were
embodied, as I may say, upon paper. It is
true, these refined principles cannot be always
made palpable, like the more gross rules of
art; yet it does not follow, but that the mind
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may be put in snch a'train, that it shall per.
ceive, by a kind of scientifick sepse, that pro-
priety, which words, particularly words of
unpractised writers, such as we are, can but
very. feebly suggest.

Invention is one of the great marks of ge-
nius ; but if we consult experience, we shall
find, that it is by being conversant with the
inventions of others, that we learn to invent ;
as by reading the thoughts of others we learn

to think.

Whoever has so far formed his taste, as to
be able to relish and feel the beauties of the
great masters, has gone a great way in his
study ; for, merely from a consciousness of
this relish of the right, the mind swells with
an inward pride, and is almost as powerfully
affected, as if it had itself produced what it
admires. Qur hearts, frequently warmed in
this manner by the contact of those whom
we wish to resemble, will undoubtedly catch
something of their way of thinking ; and we
shall receive in our own bosoms some radia-
tion at Jeast of their fire and splendour, That

7
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disposition, which is so strong inchildres,
still continues with us, of catching involun-
“tarily the general air and manner of those
with whom we are most conversant; with
this difference only, that a young mind is na-
turally pliable and imitative ; but in a more
advanced state it grows rigid, and must be
warmed and softened, before it will receive a
deep impression.

From these considerations, which a little /7 w%) %
of your own reflection will carry a great way gz /L__ 4 o

further, it appears, of what great consequence . A A

it is, that our minds should be habituated to y
the contemplation of excellence ; and that, ‘/{?’m /“
far from being contented to make such ha- (ol %ﬂ/

bits the discipline of our youth only, we /Z,,l ﬂry

. 7
should, to the last moment of our lives, con- M ﬁ/ /é //a’
tinue a settled intercourse with all the true )

examples of grandeur. Their inventions are g
not only the food of our infancy, but the sub. /M%E,ﬁ:éja

stance which supplies the fullest maturjty of “*%
our vigour, Mo 4 /%m / A i U 'y

%%\ < o /. //néaé/z’m 2

The mind is but a barren soil ; a soil which#7#/“ LA

18 soon exhausted, and will produce no crop,

Je i
" é—ﬁ

Landle Hod B Dot D cras B
ol /W,{WM ‘/::W/Aw-é Z

e feer /mywé a Ploatl Smbeallly . PA
tw + 7T . lt L. Ld .
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. 1n e 2 o OF Only one, unless it be continually fertilized
e ’ . . ' '
and enriched with foreign matter.

When we have had continually before .us
the great works of Art to impregnate our
minds with kindred ideas, we are then, and
not till then, fit to produce something of the
same species. We behold all about us with
the eyes of those penetrating observers whose
works we contemplate ; and our minds, ac-
customed to think the thoughts of the no-
blest and brightest intellects, are prepared for
the discovery and selection of all that is great
and noble in nature. The greatest natural
genius cannot subsist on its own stock : he

who resolves never to ransack any mind but
his own, will be soon reduced, from mere

barrenness, to the poorest of all imitations ;
he will be obliged to imitate himself, and to
repeat what he has before often repeated.
When we know the subject designed by such
men, it will never be difficult to guess what

kind of work is to be produced.

It is vain for painters or poets to endea-
vour to invent without materials on which
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the mind may work, and from which inven- n-/ /g %ﬂ
tion must originate, Nothing can come of ‘// 7. j 2
nothing,

“Homer is supposed to be possessed of all
the learning of his time : and we are certain

that Michael Angelo, and Raffaelle, were “%.‘/

equally possessed of all the knowledge in
the art which had been discovered in tbe

works of their predecessors. Z;/ah k & J
A mind enriched by an assemblage‘z' all ﬁ

the treasures of ancient and modern art, W1ll

be more elevated and fruitful in resources, In 2‘

proportion to the number of ideas which @7/“

have been carefully collected and thoroughly 74/9\

digested. There can be no doubt but that he
who has the most materials has the greatest.%d 47/4
means of invention ; and if he has not the

power of using them, it must proceed from /4 7

a feebleness of intellect; or from the con- /

fused manner in which those collections have

been laid up in his mind.

mw

The addition of other men’s judgement is
so far from weakening our own, as is the
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opinion of many, that it will fashion and
consolidate those ideas of excellence which
lay in embryo, feeble, ill-shaped, and con-
fused, but which are finished and put in or.
der by the authority and practice of those,

whose works may be said to have been con-
secrated by having stood the test of ages.

The mind, or genius, has been compared
to a spark of fire, which is smothered by a
heap of fuel, and prevented from blazing
into a flame : This simile, which is made
use of by the younger Pliny, may be easily
mistaken for argument or proof. But there
is no danger of the mind’s being over-bur-
thened with knowledge, or the genius extin-
guished by any addition of images; on the
contrary, these acquisitions may as well,
perhaps better, be compared, if comparisons
-~ signified any thing in reasoning, to the sup-
ply of living embers, which will contribute
to strengthen the spark, that without the as-
sociation of more fuel would have died away.
The truth 1s, he whose fecbleness 1s such, as
to make other men’s thoughts an incumbrance
to bim, can have no very great strength of
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mind or génius of his own to be ‘destroyed ;
0. that not mich harm will be done at

We may oppose to Pliny the greater au-
thority of Cicero, ‘who is continually enforc-
ing the necessity of this method of study.
In his dialogue on Oratory, he makes Crassus
say, that one of the first and most important
precepts is, to choose a proper model for our
imitation. Hoc sit primum in preeceptis meis,
ut demonstremus quem imitemur.,

- When I speak of the habitual imitation
and continued study of masters, it is not to
be understood, that I advise any endeavour
to copy the exact peculiar colour and com-
plexion of another man’s mind ; the success
of such an attempt must always be like his,
who imitates exactly the air, manner, and
gestures, of him whom he admires. His
model may be excellent, but the copy will
be ridiculous; this ridicule does not arise
from his having imitated, but from his not
having chosen the right mode of imita-
tion.
vorL. I. M

NP4
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. It:is a.‘necessary. and warrantable prideto
disdain®to: walk servilely behind any indivi-
dual, however elevated his rank. The true
and liberal ground of imitation is an open
field ; where, though he who precedes has
had the advantage of starting before you, you
may, al ways  propose to overtake him : it is
enough however to pursue his course; you
need not tread in his footsteps; and you

certainly have a right to outstrip him if you
can.,

Nor whilst I recommend studying the art
from artists, can I be supposed to mean, that
nature 1s to.be neglected : I take this study
in aid, and not in exclusion, of the other.
Nature 1s, and must be the fountain which
alone i1s inexhaustible ; and from which all
excellencies must originally flow,

The great use of studying our predecessors
18, to open the mind, to shorten our labour,
and to give us the result of the selection
made by those great minds of what is grand
or.beautiful in nature: her rich stores are all
spread out before us ; but it is an art, and no



easy art, to kno";; how or what to choose,
and how to attain' and secure the object of
our choice. Thus the highest beauty of
form must be taken from nature; but it is
an art of long deduction, and great experi-
ence, to know how to find it. We must
not content ourselves with merely admiring
and relishing ; we must enter into the prin-
ciples on which the work is wrought:
these do not swim on the superficies, and
consequently are not open to superficial ob-

SEIVErs.

Art in its 'peffection is not ostentatious s 1t
lies hid, and works its effect, itself unseen.
It is the proper study and labour of an artist
to uncover and find out the latent cause of
conspicuous beauties, and from thence form
principles of his own conduct : such an ex-
amination is a continual exertion of the mind;
as great, perhaps, as that of the artist whose

works he is thus studying.

The sagacious imitator does not content

himself with merely remarking what dis-

tinguishes the different manner or genius of
| M 2
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each master ; he ‘enters #¢ the confrivance
in the composition how the:thaséés of lights
are dispesed, the medns by which the effect
is produced, how attfully some parts are lost
in the ground, others boldly relieved, and
how all these are mutually altered and inter-
changed according to the reason and scheme
of the work. He admires not the harmony
of colouring alone, but examines by what
artifice one colour is a foil to its neighbour,
He looks close into the tints, examines of
what colours they are composed, till he has
formed clear and distinct ideas, and has learnt
to see in what harmony and good colouring
consists. What is learned in this manner
from the works of others becomes really our
own, sinks deep, zihd is never forgotten ; nay,
it is by seizing on this clue that we proceed
.forward,'and, get further ‘and further in en-
Jarging the principles and improving the
practice of our art. 7

There can be no doubt, but the art is better
learnt from the works themselves, than from
the precepts which are formed upon those
works ; but if it is difficult to choose proper
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models for imi‘_tat.l? -1t requires no less cire -

cumspection to -separate and distinguish what
In those models we ought to imitate, -

I cannot avoid mentioning here, though it
is not my intention at present to enter into the
art and method of study, an .error which
students are too apt to fall into. He that is
forming himself, mustlook with great caution
and wariness on those peculiarities, or pro-
minent parts, which at first force themselves
upon view ; and are the marks, or what is
commonly called the manner, by which that
individual artist is distinguished.

| )/
Peculiar marks, I hold to be, generally, if é/ ecadt oy

not always, defects; however diflicult it may
be wholly to escape them.

Peculiarities 1n the works of art, are like
those in the human figure : it is by themthat
we are cognizable and distinguished one
from another, but they are always so many
blemishes; which, however, both in real life
and in painting, cease to appear deformities,

“to those who have them continually before
6

Y/ 1 .
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their eyes. In'the worl’ of art even the -
most enlightened mind, wheh warmed by
beauties of the highest kind, wilkby degrees
find a repugnance within him to acknowledge
any defects; ndy, his enthusiasm will carry
him so far, as to transform them intobeauties,
and objects of imitation. ”

It must be acknowledged, that a peculi-
arity of style, either from its novelty, or by
seeming to proceed from a peculiar turn of
of mind, often escapes blame; onthecontrary,
it 1s sometimes ‘striking and pleasing : but
this it is a vain labour to endeavour to imi-
tate; because novelty and peculiarity being
its only merit, when it ceases to be new, it
ceases to have value. |

A manner thercfore being a defect, and
every painter, however excellent, having a
manner, it seéms to follow, that all kinds of
faults, as well as beauties, may be learned
under the sanction of the greatest authorities.

’/; %,5 Even the great name of Michael Angelo may

40 be used, to keep in countenance a defciency

or rather 1'*colcct of colouring, and every

O
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e Gl /ﬂrmaow&/ﬁm/ﬁ A WE 4.,

47‘(%1'247 /4/4 /w/ Quw:/ %,6/‘
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othet ornamental -part- of the. art. .If the /g' 7

young student is dry and hard, -Poussin is.
the same. If his work has a careless and

%“’“—j
unfinished air, he has most of the Venetian %/a,,/
Mt f i

school to support him. If he makes no se- p
lection of objects, but takes individual nature

A eZ;
e pcuder

just as he finds it, he is like Rembrandt.
If he .is incorrect in the proportions of his

figures, Correggio was likewise incorrect. &

If his colours are not blended and united, ¥ A/Z') =<
Rubens was equally crude. In short, there At/ Avme

is no defect that may not be excused,. if M é,
it is a sufficient excuse that it can be im- /0
%émﬁ;/»

puted to considerable artists; but 1t must

be remembered, that it was not by these g’m S
defects they acquired their reputation; they D) 4

have a right to our pardon, but not to our
admiration, | | %%e{

However, to imitate peculiarities or mis-
take defects for beauties, that man will be
most liable, who confines his imitation to one
favourite master; and even though he chooses
the best, and is capable of distinguishing the
real excellencies of his model, it is not. by
such narrow practice, that a genius or
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mastery in the art is acquired.” - A man is-as
little ‘likely to form a true idea of the per-
fection of - the art, by studying a single artist,
as he would be to produce a: perfectly beau-
tiful figure, by an exact imitation of any in-
dividual living model. And as the painter,
by bringing together In one piece, those
beauties which are dispersed among a great
variety of individuals, produces a figure
more beautiful than can be found in nature,
so that artist who can unite in himself the
excellencies of the various great painters,
will approach nearer to perfection than any
one of his masters. He, who confines him-
self to the imitation of an individual, as he
never proposes to surpass, so he is not likely
to equal, the object of his imitation. He
professes only to follow; and he that follows
must necessarily be behind,

‘We should imitate the conduct of the great
artists in the course of their studies, as well
as the works which they produced, when -
they were perfectly formed. Raffaelle began
by imitating implicitly the manner of Pietro
Perugino, under whom he studied; hence
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his first works are scarce to be distinguished
from his master’s; but soon forming higher
and more extensive views, he imitated the
grand outline.of Michael Angelo; he learned
the manner of using colours from the works
of Leonardo da Vinci,and Fratre Bartolomeo:
to all this he added the contemplation of all
the remains of antiquity that were within his
reach ; and employed others to draw for him
what was in Greece and distant places. And
it 1s from his having taken so many models,
that he became. himself a model for all suc-
ceeding painters; always imitating, and
always original. ~

If your ambition, therefore, be to equal
Raffaelle, you must do as Raffaelle did; take
many models, and not even 4im for your
guide alone, to the exclusion of others¥.
And yet the number is infinite of those who
seem, if one may judge by their style, to
have seen no other works but those of their

¥ Sed non qui maxime imitandus, etiam solus imitan-
dus est, Quintilian,
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master, or of some: favourite, whose mnner
is their ﬁrst wish, and their last. T

I will mention a few that occur 'to me of
this narrow, confined, 1illiberal,  unscienti~
fick, and servile kind of imitators. Guido
was thus meanly copied by Elizabetta, Sirani,
and Simone Cantarini; Poussin, by Verdier,
and Cheron; Parmeggiano, by Jeronimo
Mazzuoli. Paolo Veronese, and Jacomo
Bassan, had for their imitators their brothers
and sons. .Pietro da Cortona was followed
by Ciro Ferri, and Romanelli ; Rubens, by
Jacques Jordaens, and Diepenbeke ; Guer-
cino, by his own family, the Gennari. Carlo
Maratti was imitated by Giuseppe Chiari,
and  Pietro da Pietri; and Rembrandt, by
Bramer, Eeckhout, and Flink. All these, to
whom may be added a much longer list of
painters, whose works among the ignorant
pass for those of their masters, are justly ta
be censured for barrenness and servility.

To oppose to this list a few that have
adopted a more liberal style of imitation ;—
Pellegrino Tibaldi, Rosso, and Primaticcio,

3
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did not coldly imitate, but caught something
of the fire that animatesthe worksof Michael
Angelo. The Caraccis formed their style
from Pellegrino Tibaldi, Correggio; and the
Venetian' School.” Domenichino, Guido,
Lanfranco, Albano, Guercino, Cavidone,
Schidone, Tidrini, though it is sufficiently
apparent that they came from the school of
‘the Caraccis, have yet the appearance of men
who extended their views beyond the model
that lay before them, and have shewn that
they had opinions of their own, and thought
for themselves, after they had made them-

selves masters of the general principles of
their schools.

Le Suer’s first manner resembles very much
that of his master Voiiet: but as he soon ex-
celled him, so he differed from him in every
part of the art. Carlo Maratti succeeded
better than those I have first named, and I
think owes his superiority to the extension of
his views ; beside his master Andrea Sacchi,
he imitated Raffaelle, Guido, and the Ca-
raccis.  Itis true, there is nothing very cap-
tivating in Carlo Maratti ; but this proceeded

#
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i A frett a- want which cannot, gbgj;completely
- supplied ; that is, want of strength of parts.
m"‘ In this certainly men  are not equal; and a
nan can bring home wares only in proportion
to the capital with which he go,;e-s;:_to_; market,
Carlo, by diligence, made the most of what
he had; but there was undoubtedly a heavi-
ness aboyt him, which extended itself, uni-
formly, to- his invention, expression, . his
drawing, colouring, and the general effect of
his pictures. The truth is, he never equalled
any of  his patterns in any one thing, and he
added little of his own.

But we must not rest contented even in
this general study of the moderns ; we must
trace- back the art to its fountain-head ; to
that source from whence they drew. their
principal excellencies, the monuments of
pure antiquity, All the inventions and
thoughts of the Antients, whether conveyed
to usin statues, bas-reliefs, intaglios, cameos,
or coins, are to be sought after and carefully
studied : the genius that hovers over these
venerable relicks, may be called the father

of modern art,
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. From' the. remains of the works of the
antients the modern arts were revived, and it
is by their means that they must be restored a
second time. However it may mortify our
vanity, we must be forced to allow them our
masters; and we may venture to prophecy,
that when they shall cease to be studied, arts
will no longer flourish, and we shall again
relapse into barbarism.

The fireof the artist’s own genius ope-
rating upon these materials which have been
thus diligently collected, will enable him to
make new combinations, perhaps, superior
to what had ever before been in the possession
of theart: as in the mixture of the variety
of metals, which are said to have been
melted and run together at the burning of Co- -
rinth, anew and tillthen unknown metal was
produced, equal in value to any of those that
had contributed to its composition. And
though a curious refiner thould come with his
crucibles, analyse and separate its various
component parts, yet Corinthian brass would
still hold its rank amongst the most beautiful
and valuable of metals.
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‘We have hitherto considered the ad Vantages
of imitation as it tends to forin the taste, and
as a practice by which a spark of that genius
may be caught, which illumines those noble

works that ought always to be present to our
thoughts.

We coine now to speak of another kind of
imitation ; the borrowing a particular thought,
an action, attitude, or figure, and trans-
planting it into your own work: this will
either come under the charge of plagiarism,
or be warrantable, and deserve commenda-
tion, according to the address with which it
is performed. There 1s some difference

likewise, whether it is upon the antients or
Tnoderns that these depredations are made.

It is generally allowed, that no man need be
ashamed of copying the antients: their
works are considered as a magazine of com-
mon property, always open to the publick,
whence every man has a right to take what
materials he pleases; and if he has the art of
using them, they are supposed to become to

all intents and purposes his own property.
The collection of the thoughts of the antients,
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which Raffaelle made with so much trouble,
is a proof of his opinion on this subject.
Such collections may be made with much
more ease, by meansof an art scarce known
in his time ; I mean that of engraving; by
which, at an easy rate, every man may now
avail himself of the inventions of antiquity.

It must be acknowledged that the works of
the moderns are more the property of their
authors. He, who borrows an idea from an
antient, or even from a modern artist not his
contemporary, and so accommodates it to his
own work, that it makes a part of it, with
no seam or joining appearing, can hardly be
charged with plagiarism : poets practise this
kind of borrowing, without reserve. But
an artist should not be contented with this
only; he should enter into a competition
with his original, and endeavour to Improve
what he is appropriating to his own work.
Such imitation is so far from having any
thing in it of the servility of plagiarism,
that it is a perpetual exercise of the mind, a
continual invention. Borrowing or stealing
with such art and caution, will have a right



to the same lenity as was used by the Lacew
- demonians ;3 who did not punish .theft, but
the want of artifice to conceal it. |

In order to encourage you to imitation,

A&Z‘éo the utmost extent, let me add, that very

finished artists in the inferior branches of
the art, will contribute to furnish the mind

./‘f/ﬁ’ﬂ/)lu.i and give hints, of which a- Skllﬁll painter,
/Z who is sensible of what he wants, and 1is

in no danger of bemg infected by the con-

6..6:‘ Mct of vicious models, will know how to
avail himself. He will pick up from dung-

ﬁ hills what by a nice chymistry, passing
ﬂf/ through his own mind, shall be converted
/ Mmto pure gold ; and under the rudeness of
Gothick essays, he will find original, ratio-

nal and even sublime inventions.

The works of Albert Durer; Laucas Van

é / 4/ 4) Leyden, the numerous inventions of To-
e g bias Stimmer, and Jost Ammon, aftord a
//p//m rich mass of genuine materials, which
Z éj ; wrought up and polished to elegance, will

add copiousness to what, perhaps without

K Abor e
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such aid, could have aspired only to just-
ness and propriety.

In the luxuriant style of Paul Veronese,
in the capricious compositions of Tintoret,
he will find something, that will assist his
invention, and give points, from which his
- own 1magination shall rise and take flight,
when the subject which he treats will with
propriety admit of splendid effects.

In every school, whether Venetian, French,
or Dutch, he will find, either 1ingenious
compositions, extraordinary effects, some
peculiar expressions, or some mechanical ex-
cellence, well worthy of his attention, and,
in some measure, of his imitation. Even
in the lower class of the French painters
great beauties are often found, united with
great defects. Though Coypel wanted a
simplicity of taste, and mistook a presump-
tuous and assuming air for what 1s grand
and majestic; yet he frequently has good
sense and judgement in his manner of
telling his stories, great skill in his compo-
sitions, and is not without a considerabls

YOL. I. N
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power of expressing the passions, The
modern affectation of grace it his works,
as well as in those of Bosch and Watteau,
may be said to be separated by a very thin

partition, from the more simple and pure
grace of Correggio and Parmegiano.

Among the DPutch painters, the correct,
firm, and determined pencil, which was em-
ployed by Bamboccio and Jean Miel, on
vulgar and mean subjects, . might, without
any change, be employed on the highest ;
to which, indeed, it seems more properly

W J to belong. The greatest style, if that style
“®/  is confined to small figures, such as Pous-
/Wm .o Sin generally painted, would receive anh ad-
ﬁ / ditional grace by the elegance and precision
% of pencil so admirable in the works of
Temers ; and though the school to which
he belonged more particularly excelled in
the mechahism of painting; yet it produ-
ced many, who have shewn great abilities
in expressing what must be ranked above
~7 mechanical excellencies. In the works of
, Frank Hals, the portrait-painter may observe

the composition of a face, the features well
6
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put together, as the painters express it ;
from whence proceeds that strong-marked
character of individual nature, which is so
remarkable in his portraits, and is not found
in an equal degree in any other painter.
If he had joined to this most difficult part
of the art, a patience in finishing what he
' had so correctly planned, he might justly
have claimed the place which Vandyck, all
things considered, so justly holds as the first
of portrait-painters.

Others of the same school have shewn
great power 1n expressing the character and
passions of those vulgar people, which were
the subjects of their study and attention.
Among those Jan Steen seems to be one
of the most diligent and accurate observers
of what passed in those scenes which he
frequented, and which were to him an
academy, I can easily imagine, that if
this extraordinary man had had the good
fortune to have been born in Italy, instead
of Holland, had he lived in Rome instead
of Leyden, and been blessed with Michael

Ang? and Raﬁ'ﬁellg_ for his masters, in-

4"2';» L 2 zﬁ,da’y )74 OZ'BVMQ
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stead of Brouwer and Van Goyen ; the same
sagacityand penetration which distinguished
so accurately the different characters and
expression in his vulgar figures, would,
when exerted in the selection and 1mitation
of what was great and elevatéd in nature,
have been equally successful ; and he now
would have ranged with the great pillars and

supporters of our Art,

f 75 {/;’c.,, Men who althqugh thus bound down by
- % the almost invincible powers of early ha-
Ait &F bits, have still exerted extraordinary abilities
ULTJ | within their narrow and confined circle;

and have, from the natural vigour of their

Wi~ mind, given a very interesting expression
‘ and great force and energy to their works ;

:) / " though they cannot be recommended to be
U f iVl ~exactly imitated, may yet invite an artist to
:{”“L - endeavour to transfer, by a kind of parody,
_ " their excellencies to his own performances.
#-~ ' . Whoever hasacquired the power of imaking

/ 7"} this use of the Flemish, Venetian, and
/e fo ) French schools, is a real genius, and has
sources of knowledge open to him which

1 ' N v C ' !
7% EARY GJ N . e
NAPET) I, | - v
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Were wanting to the great artists who lived:
I the great age of painting.

To find excellencies, however dispersed ;.
to discover beauties, however concealed by
the multitude of defects with which they
are surrounded, can be the work only of
him, who having a mind always alive to his
art, has extended his views to all ages and
to all schools ; and has acquired from that
comprehensive mass which he has thus
gathered to himself, a well-digested and per-
fect idea of his art, to which every thing is
referred. Like a sovereign judge and arbi-
ter of art, he is possessed of that presiding
power which separates and attracts every
excellence from every school ; selects both
from what is great, and what is little ; brings
home knowledge from the East and from
the West ; making the universe tributary
towards furnishing his mind and enriching
his works with originglity, and variety of
jnventions.,

Thus I have ventured to give my opinion
of what appears to me the true and only
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method by which an artist makes himself
master of his profession; which I hold
ought to be one continued course of imitation,
that is'not to cease but with his life.

Those, who either from their own en-
gagements and hurry of business, or from
indolence, or from conceit and vanity, have
neglected looking out of themselves, as far
as my experience and observation reaches,
have from that time, not only ceased to ad-
vance, and improve in their performances,
but have gone backward. They may be
compared to men who have lived upon their
principal, till they are reduced to beggary,
and left without resources,

I can recommend nothing better there-
fore, than that you endeavour to infuse into
your works what you learn from the con-
templation of the works of others. To
recommend this has the appearance of
needless and superfluous advice ; - but it has
fallen within my own knowledge, that
artists, though they were not wanting in a
sincere ‘love for their art, though they had
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great pleasure in seeing good pictures, and
were well skilled to. distinguish what was
excellent or defective in them, yet have gone
on in their own manner, without any endea-
vour to give a little of those beauties, which
they admired in others, to their own works.
It is difficult to conceive how the present
Italian painters, who live in the midst of the
treasures of art, should be contented with their
own style. They proceed in their common-
place inventions, and never think it worth
while to visit the works of those great artists
with which they are surrounded.

I remember, several years ago, to have
conversed at Rome with an artist of great
tame throughout Europe ; he was not with-
out a considerable degree of abilities, byt
those abilities were by no means equal to
his own opinion of them. From ¢he re-
putation he had acquired, he too fondly
concluded that he stood m the same rank,
when compared with his predecessors, as
he held with regard to his miserable con-
temporary rivals, In: conversation about

some particulars of the works of Raftaelle,
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he seemed to have, or to affect to have, 3
very obscure memory of them. He told me
that he had not set his foot in the Vatican
for fifteen years together; that he had been
in treaty to copy a capital picture of Raf-
faelle, but that the business had gone oft;
however, if the agreement had held, his
copy would have greatly exceeded the ori-
ginal. The merit of this artist, however
great we may suppose it, I am sure would
have been far greater, and his presump-
tion would have been far less, if he had
visited the Vatican, as in reason he ought
to have done, at least once every month of

his life,

I address myself, Gentlemen, to you
who have made some progress in the art,
and are to be, for the future, under the
guidance of your own judgement and discre-
tion. I consider you as arrived to that
period, when you have a right to think
for yourselves, {and to presume that every
man is fallible; to study the masters
with a suspicion, that great men are not
always exempt from great faults; to cri-
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- ticise, compare, and rank their works in
your own estimation, as they approach to,
or recede from, that standard of perfection
which you have formed in your own minds,
but which those’ masters themselves, it
must be remembered, have taught you to
make ; and which you will cease to make
with correctness, when you cease to study
them. It is their excellencies which have
taught you their defects.

I would wish you to forget where you
are, and who it is that speaks to you, 1
only direct you to higher models and bet-
ter advisers. We can teach you here but
very little ; you are henceforth to be your
own teachers. Do this justice, however,
to the English Academy ; to bear in mind,
that in this place you contracted no narrow
habits, no talse ideas, nothing that could
lead you to the imitation of any living mas-
ter, who may be the fashionable darling of
the day. As you have not been taught to
flatter us, do not learn to flatter yourselves,
We have endeavoured to lead you to the ad-
miration of nothing but what is truly admi-
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rable. If you choose inferior patterns,
or if you make your own former works your
patterns for your /azter, it is your own fault.

The purport of this discourse, and, in-
deed, of most of my other discourses, is,
to caution you against that false opinion,
but too prevalent among artists, of the ima-
ginary powers of native genius, and its
- sufficiency in great works. This opinion,
accerding to the temper of mind it meets
with, almost always produces, either a vain
confidence, or a sluggish despair, both
equally fatal to all proficiency.

Study therefore the great works of the
great masters, for ever. Study as nearly as
you can, in the order, in the manner, and
en the principles, on which they studied.
Study nature attentively, but always with
those masters 1n your company; consider
them as models which you are to imitate,
and at the same time as rivals with whom
you are to contend,
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DISCOURSE VIIL

THE REALITY OF A STANDARD OF TASTE, AS WELL A$%
OF CORPORAL BEAUTY. BESIDE THIS IMMUTABLE
TRUTH, THERE ARE SECONDARY TRUTHS, WHICH ARKE
VARIABLE; BOTH REQUIRING THE ATTENTION OF
THE ARTIST, IN PROPORTION TO THEIR STABILITY
OR THEIR INFLUENCE.

GENTLEMEN,

It has been my uniform endeavour, since I
first addressed you from this place, to im-
press you strongly with one ruling idea. I
wished you to be persuaded, that success in
your art depends almost entirely on your own
industry ; but the industry which I princi-
pally recommended, is not the industry of
the bands, but of the mind.

As our art is not a divine g/f?, so neither
is it a mechanical #7ade.  Its foundations are
laid in solid science: and practice, though
essential to perfection, can ever attain that to
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which it aims, unless it works under the
direction of principle.

Hap

Some writers upon art carry this point too
far, and suppose that such a body of univer-
sal and profound learning is -requisite, that
the very enumeration of its kinds is enough to
frighten a beginner. Vitruvius, after going
through the many accomplishments of na-
ture, and the many acquirements of learning,
necessary to an architect, proceeds with great
gravity to assert, that he ought to be well
skilled in the civil law; that he may not be
cheated in the title of the ground he builds
on. But without such exaggeration, we may
go so far as to assert, that a painter stands in
need of more knowledge than is to be picked
off his pallet, or collected by looking on his
model, whether it be in life or in picture.
He can never be a great artist, who is grossly

1lliterate.

Every man whose business is description,.
ought to be tolerably conversant with the
poets, in some language or other; that he
may imbibe a poetical spirit, and enlarge his
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stock of ideas. He ought to acquire an habit
of comparing and digesting his notions.
He ought not to be wholly unacquainted
with that part of philosophy which gives an
insight into human nature, and relates to the
manners, characters, passions, and affections.
He ought to know something concerning the
mind, as well as ¢ great dea/ concerning the
body of man. For this purpose, it is not
necessary that he should go into such a com-
pass of reading, as must, by distracting his
attention, disqualify him for the practical
partof his profession, and make him sink
the performer in the critick. Reading, if it
can be made the favourite recreation of his
leisure hours, will improve and enlarge his
mind, without retarding his actual industry.
What such partial and desultory reading cans
not afford, may be supplied by the conversa-
tion of learned and ingenious men, which is
the best of all substitutes for those who have
not the means or opportunities of deep study.
There are many such men in this age; and
they will be pleased with communicating
their ideas to artists, when they see them
curious and docile, if they are treated with



193 THE SEVENTH DISCOURSE.

that respect and deference which is so justly
their due. Into such society, young artists,
if they make it the point of their ambition,
will by degrees be admitted. There, with-
out formal teaching, they will insensibly
come to feel and reason like those they live
with, and find a rational and systematick
taste imperceptibly formed in their minds,
which they will know how to reduce to a
standard, by applying general truth to their
own purposes, better perhaps than those to
whom they owed the original sentiment.

Of these studies, and this conversation, the
desired and legitimate offspring is a power of
distinguishing right from wrong; which
power applied to works of art, is denomi-
nated TasTe. Let me then, without fur-
ther introduction, enter upon an examination,
whether tasté be so far beyond our reach, as
to be unattainable by care; or be so very
vague and capricious, that no care ought to
be employed about it.

It has been the fate of arts to be enveloped
in mysterious and incomprehensible language,
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as if it was thgught necessary that even the
terms should correspond to the idea enter-
tained of the instability and uncertainty of
the rules which they expressed.

To speak of genius and taste, as in any
way connected with reason or common
sense, would be, in the opinion of some
towering talkers, to speak like a man who
possessed neither ; who had never felt that
enthusiasm, or, to use their own inflated
language, was never warmed by that Pro-
methean fire, which animates the canvas and
vivifies the marble.

If, in order to be intelligible, I appear to
degrade art by bringing her down from her
visionary situation in the clouds, it is only to
give her a more solid mansion upon the earth.
It is necessary that at some time or other we
should see things as they really are, and not
impose on ourselves by that false magnitude
with which objects appear when viewed
indistinctly as through a mist,

We will allow a poet to express his mean
VOL, I, | o
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' ing, when his meaning is not well known to
wlloy K

himself, with a certain degree of obscurity,
But

/ % as 1t is one source of the sublime.
% /M when, in plain prose, we gravely talk of
” | courting the muse in shady bowers ; waiting
v %, ﬂ/"7 the call and inspiration of Genius, finding
/4 %({ out where he inhabits, and where he is to be
T invoked with the greatest success; of attend-
ing to times and seasons when the imagina-
tion shoots with the greatest vigour, whether
at the summer soltice or the vernal equinox;
Z sagaciously ebserving how much the wild

%W freedom and liberty of imagination is cramped

% /: y J‘W YA by. attentit?n to. est-ablishefi rules ; and- ho?v
oy % /%m; this same Imagination begins to grow dim in
advanced age, smothered and deadened by

Joy (. % %: too much judgement 3 when we talk such
W language, or entertain such sentiments as
W /;_dﬁ/ these, we generally rest contented with mere
7% words, or at best entertain notions not only

of /7 (4 ‘}groundless, but pernicious.

It all this means, what it is very possible
was originally intended only to be meant,
that in order to cultivate an art, a man se-

cludes himself fromi the commerce of the
6
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world, and retires into the country at parti-

cular seasons ; or that at one time of the

year his body is in better health, and conse-

quently his mind fitter for the business of

hard thinking than at another time; or that

the mind may be fatigued and grow confused

by long and unremitted application ; this I

can understand. I can likewise believe, that

a man eminent when young for possessing

poetical 1imagination, may, from having

taken another road, so neglect 1ts cultivation,

as to shew less of its powers in his latter life.

But I am persuaded, that scarce a pc;et 1S to

be found, from Homer down to Dryden,

who preserved a sound mind in a sound

body, and continued practising his profession 2 %/L/ 2l
to the very last, whose latter works are not A /M‘

as replete with the fire of imagination, as /7, @/
those which were produced in his more

youthful days.

To understand literally these metaphors or
1deas expressed in poetical language, seems
to be equally absurd as to conclude, that be-
cause painters sometimes represent poets wri-

ting from the dictates of a little win /ﬁed boy

D Ovcord dd 072 I @
/M/ﬁ,w/%% me&/mﬂ/f#
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or genius, that this same genius did really
inform him in a whisper what he was to
write ; and that he is himself but a mere
machine, unconscious of the operations of his
own mind.

Opinions generally received and floating int
the world, whether true or false, we natu-
rally adopt and make our own ; they may be

~considered ‘as a kind of inheritance to which
we succeed and are tenants for life, and
which we leave to our posterity very nearly
in the condition in which we received it ; it
not being much inany one man’s power either
to impair or improve it. The greatest part of
these opinions, like current coin in its circu-
lation, we are used to take without weighing
or examining ; but by this inevitable inat-
tention many adulterated pieces are received,
which, when weseriously estimate our wealth,
we must throw away. So the collector of
popular opinions, when he embodies his
knowledge, and forms a system, must sepa-
parate those which are true from those which
are only plausible. But it becomes more

peculiarly a duty to the professors of art not

a
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to let any opinions relating to zhat art pass
unexamined. The caution and circumspec-
tion required in such examination we shall ' .

presently have an opportunity of explaining.

Genius and taste, in their common accep-.
tation, appear to be very nearly related ; the
difference lies only in this, that genius has
superadded to 1t a habit or power of execu-
tion: or we may say, that taste, when this
powei‘ is added, changes its name, <and is
called genius. They both, in the popular
opinion, pretend to an entire exemption from
the restraint of rules. It is supposed that
their powers are intuitive; that under the
name of genius great works are produced,
and under the name of taste an exact judge-
ment is given, without our knowing why,
and without our being under the least obliga-
tion to reason, precept, or experience.

One can scarce state these opinions with-
out exposing their absurdity ; yet they are
constantly in the mouths of men, and parti-
cularly of artists. They who have thought
seriously on this subject, do not carry the
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z/ d" point so far; yet I am persuaded, that even
fﬁ (éu- * among those few who may be called think-

'~ ers, the prevalent opinion allows less than it
/o . ought to the powers of reason ; and considers
077%” ¢  the principles of taste, which give all their
S /aﬂ a// authority to the rules of art, as more fluctu-

~ating, and as having less solid foundations,

%‘;é’ > “*than we shall find, upon examination, they
really havye. .
{ sy laitonl me 7oic wllch am P /Q Sir

The common saying, that zastes are not
to ve disputed, owes its influence, and its ge-
neral reception, to the same error which leads
us to 1magine this faculty of too high an ori-
ginal to submit to the authority of an earthly
tribunal. It likewise corresponds with the
notions of those who consider it as a mere
phantom of the imagination, so devoid of
substance as to elude all criticism,

74

7 41(// We often appear to differ in sentiments
7 from each other, merely from the inaccuracy
Ao s of terms, as we are not obliged to speak al-

/ém/ 2,17,,4/,6 ways with critical exactness. Something of
10

this too may arise from want of words in the

o 7

X v ’)%’ “language in which we speak, to cxPre/ss the
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more nice discriminations which a deep in-
- vestigatiori discovers. A great deal however
of this difference vanishes, when each opi-

nion is tolerably explained and understood

by constancy and precision in the use of
terms.

We apply the term TAsTE to that act of the
mind by which we like or dislike, whatever
be the subject. Our judgement upon an airy
nothing, a fancy which has no foundatiop,
1s called by the same name which we give
to our determination concerning those truths
which refer to the most general and most un-
alterable principles of human nature ; to the
works which are only to be produced by the
greatest efforts of the human understanding,
However inconvenient this may be, we are
obliged to take words as we find them ; all
we can do is to distinguish the THINGS to
which they are applied.

We may let pass those things which are at
once subjects of taste and sense, and which

having as much certainty as the senses them. ,,, 7,
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pute. - The natural appetite or taste of the
human mind is for TRuTH ; whether that
truth results from the real agreement or equa-
lity of original ideas among themselves ;

from the agreement of the representation of

any object with the thing represented; or
from the correspondence of the several parts
of any arrangement with each other. Itis
the very same taste which relishes a demon-
stration in geometry, that is pleased with the
resemblance of a picture to an original, and
touched with the harmony of musick.

All these have unalterable and fixed foun-
dations in nature, and are therefore equally
investigated by reason, and known by study;
some with more, some with less clearness, -
but all exactly in the same way. A picture
that is unlike, is false. Disproportionate or-
donnance of parts is not right; because it
cannot be true, until it ceases to be a contra-
diction to assert, that the parts have no rela-
tion to the whole. Colouring is true, when
it is naturally adapted to the eye, from bright-
ness, from softness, from harmony, from re-
semblance ; because these agree with their
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object, NATURE, and therefore are true; as M //M

true as mathematical demonstration; but é 4 D

known to be true only to those who study

these things. 5 /M Awk

But beside real, there is also apparent
truth, or opinion, or prejudice. With re- %j 0
gard to real truth, when it is known, the Qd"(/ i P
taste which conforms to it, is, and must be, # M
Vhenyy

uniform. With regard to the second sort of o
W /71%
o F

truth, which may be called truth upon suf-
ferance, or truth by courtesy, it is not fixed,

but variable. However, whilst these opi- %—% /
Noteca

nions and prejudices, on which it 1s founded,
continue, they operate as truth; and the art,
whose office it is to please the mind, as well
as instruct it, must direct itself according to
opinion, or it will not attain 1ts end.

s i:f ”»
o &
A2/
t-

0

In proportion as these prejudices are known )
to be generally diftused, or long received, g:_"[
the taste which conforms to them approaches #° <
nearer to certainty, and to a sort of resem- %/M 7%41/?
blance to real science, even where opinions 0&5/ (}7“%-

P . . {"_*
are found to be no better ‘than prejudices. :
And since they deserve, on account of their £ / 07’,,,,}2«

%M/ ) M s /A/:tné "7"; <y’
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duration and extent, to be considered as
yeally true, they become capable of no small
.degree of stability and determination, by their
permanent and uniform nature.

<

As these prejudices become more narrow,
more local, more transitory, this secondary
taste becomes more and more fantastical;
recedes from real science; is less to be ap-
proved by reason, and less followed in prac-
tice ; though in no case perhaps to be wholly
neglected, where it does not stand, as it
sometimes does, in direct defiance of the
most respectable opinions received amongst
mankind.

Having laid down these positions, I shall
proceed with less method, because less will
serve to explain and apply them,

We will take it for granted, that reason is

/? something invariable and fixed in the nature
of things; and without endeavouring to go

Q.l/fa,a back to an account of first principles, which

ﬂff/ 4, for ever will elude our search, we will con-

: /44 clude, that whatever goes under the name of

U qWﬁfémV///¢%éM
&2 /61-4/14/ :/%YL .. L %&w//"\ é/éf., a.«ﬂ:Zé/w
/ﬁ' /0761425 4 @/ w/ w)/i/
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taste, which we can fairly bring under the .%w %_,
dominion of reason, must be considered as o ‘/%/u«-n.
|

equally exempt from change. If therefore, 97’ //p :

in the course of this enquiry, we can shew
that there are rules for the conduct of the
artist which are fixed and invariable, it fol-
Jows of course, thatthe art of the connoisseur,
or, in other words, taste has likewise invari-

able principles. %

Of the judgement which we make on the
works of art, and the preference that we give
to one class of art over another, if a reason
be demanded, the question is perhaps evaded
by answering, I judge from my taste; but it

“does not follow that a better answer cannot
~ .be given, though, for common gazers, this
| may be sufficient. Every man is not obliged

to investigate the causes of his approbation or

dislike.

The arts would lie open for ever to caprice ,g’
and casualty, if those who are to judge of 4/%

/
their excellencies had no settled principles by 7%5// /7

which they are to regulate their decisions,

and the merit or defect of performances were t%“ ‘/5"‘7

wit- Loy Do Sellfed (Borepldes. SH Ay
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to be determined by uriguided fancy.  And
indeed we may venture to assert; that what-
ever speculative knowledge is necessary to
the artist, is equally and indispensably ne-
cessary to the connoisseur. -

The first idea that occurs in the considera-
tioan of what is fixed in art, or in taste, is
that presiding principle of which I have so
frequently spoken in former discourses,—
the general idea of nature. The beginning,
the middle, and the end of every thing that
15 valuable in taste, is comprised in the
knowledge of what is truly nature; for what-
ever notions are not conformable to those of
nature, or universal opinion, must be consi-
dered as more or less capricious.

W the forms which nature produces, but alsa
the nature and internal fabrick and organiza-

tion, as I may call it, of the human mind
Wot-Le

and imagination. The terms beauty, or na-

/t/%t%f ture, which are general ideas, are but dif-

ferent modes of expressing the same thing,

/ whether we apply these terms to statues,
& m?‘ht

,, i, pest b fo adon B STt 0 /),
ﬂ/m@ : ‘//41% Ly /4- }lv:)%[""‘“'%t

%’L L a My nation of nature comprehends not only
/]
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poetry, or picture.- Deformity is not nature,
but an accidental deviation from her accus-
tomed practice.” This general idea therefore
ought to be called Nature; and nothing else,
correctly speaking, has a right to that name.
But we are so far from speaking, in common
conversation, with any such accuracy, that,
on the contrary, when we criticise Rembrandt
and other Dutch painters, who introduced
into their historical pictures exact represen-
tations of individual objects with all their
imperfections, we say,—though it is not in
a good taste, yet 1t 1s nature.

This misapplication of terms must be very
often perplexing to the young student. Is
not art, he may say, an imitation of nature?
Must he not therefore who imitates her with
the greatest fidelity, be the best artist? By
this mode of reasoning Rembrandt has a
higher place than Raffaelle. But a very
little reflection will serve to shew us,
that these particularities cannot be na-
ture: for how can that be the nature of
man, in which no two individuals are the
same !
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It phainly dppears, that asa work is cona
ducted under the influence of general ideas,
or'partial, it is principally to be considered as
the effect of a good or a bad taste.

As beauty therefore does not consist in
taking what lies immediately before you, so
neither, in our pursuit of taste, are those
opinions which we first received and adop-
ted, the best choice, or the most natural to
the mind and imagination. In the infancy
of our knowledge we seize with greediness
the good that is within our reach; it is by
after-consideration, and in consequence of
discipline, that we refuse the present for a
greater good at a distance. The nobility or
elevation of all arts, like the excellency of
virtue itself, consists in adopting this en-
larged and comprehensive idea; and all
criticism built upon the more confined view
of what is natural, may properly be called
shallow criticism, rather than false: its defect
1s, that the truth is not sufliciently extensive.

It has sometimes happened, that some of
the greatest men in our art have been betrayed
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into errors by this confined mode of reasoning.
Poussin, who, upon the whole, may be pro-
duced as an artist strictly attentive to the
most enlarged and extensive ideas of nature,
from not having settled principles on this
poinf, has in one instance at least, I think,
deserted truth for prejudice. He is said to
have vindicated the conduct of Julio Romano
for his inattention to the masses of light and
shade, or grouping the figures in THE BAT-
TLE oF CoNSTANTINE, as if designedly
neglected, the better to correspond with the
hurry and confusion of a battle. Poussin’s
own conduct in many of his pictures, makes
us more easily give credit to this report.
That it was too much his own practice, THE
Sacririce To SiLENvS, and THE TriI-
UMPH OF BACCHUS AND ARIADNE¥, may
be produced as instances; but this principle
is still more apparent, and may be said to be
even more ostentatiously displayed in his
Persevus and MEbpusa’s HEADY.

. * In the Cabinet of the Earl of Ashburnham.

* In the Cabinet of Sir Peter Burrel.
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This is undoubtedly a subject of greatbustle
and tumult, and that the first effect of the
picture may correspond to the subject, every

- principle of composition is violated ; therg 1S
%;7%//% , no principal figure, no principal light, no
é"  4ul, groups; every thing is dispersed, and in such

a state of confusion, that the eye finds no
¢ bear

< repose any where. In consequence of the

m@ﬁforbidding appearance, I remember turning
%w;«y from it with disgust, and should not have
YAy

~ Jooked a second time, if I had not been cal-

J;Zg& ‘led back to a closer inspection. 1 then
indeed found, what we may expect always
| to find in the works of Poussin, correct
drawing, forcible expression, and just cha-
racter; in short all the excellencies which so
much distinguish the works of this learned

painter

/ﬁ This conduct of Poussin I hold to be en-
<,

" tirely improper to imitate. A picture should
~

% ;Z ~ please at first sight, and appear to invite the

“  spectator’s attention: if on the contrary the
/ 4/  general effect offends the eye, a second view
ot 1/%!.., is not always sought, whatever more sub-
(ﬁ . 4 stantial and intrinsick merit 1t may possess.
J;&_ O %c/k‘t/%( C*/x.cA/'//’ Wl &Q‘”/A é,v‘nw
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Perhaps no apology ought to be received

for offences committed againft the vehicle
(whether it be the organ of seeing, or of
hearing,) by which our pleasures are con-
veyed to the mind. We must take care that
the eye be not perplexed and distracted by
a confusion of equal parts, or equal lights, or
offtnded by an unharmonious mixture of
colours, as we should guard against offending
the ear by unharmonious sounds. We may
venture tobe more confident of the truthof this
observation, since we find that Shakspeare, on
a parallel occasion, has made Hamlet recom-
mend to the players a precept of the same
kind,—nevertooffend the ear by harshsounds:
In the very torrent, tempest, and whirkwind of
your passion, says he, you must acquire and
beget a temperance that may give it smoothness.
And yet, at the same time, he very justly ob-
serves, The end of playing, both at the first,
and now, was and 15, to hold, as ’twere, the
mirrour up to nature. Noone can deny, thag
violent passions will naturally emit harsh and
disagreeable tones: yet this great poet angd
critick thought that this imitation of nature

would cost too much, if purchased at the exa
VOL. 1. P
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pmre of dngiﬂaHe “Bmm, or, as he
expresses it, of fplitting theéar. The poet
and actor, as well as the painter of genius who
is. well acquainted with all the variety and
sources of pleasure in the mind and imagi-

‘nation, has little regard or attention to com-

mon nature, or creeping after common sense.
By overleaping those narrow bounds, he more
effectually “seises: the whole mind, and more
powerfully .accomplishes his purpose. This
success is ignorantly imagined to proceeél from
inattention to all rules, anda defiance of reason
and judgement ; whereasitisintruthactingac-
cording to the beft rules and the justestreason.

He who thinks nature, in the narrow sense
of the word, is alone to be followed, will
produce buta scanty entertainment for the
imagination: every thing is to be done with
which it isnatural for the mind to be pleased,
whether it praceeds from simplicityor variety,
uniformity or irregularity ; whether the scenes
are familiar or exotick ; ‘rude and wild, or en-
riched and cultivated ; for itis natural for the
mind to be pleased with all thesc in their turn.
In short, whatever pleases has in it what is

il
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analogousto the mind, and is therefore, inthe
highest and beft sense of the word, natural.

It is the sense of ndture or truth, which
ought more particularly to be cultivated by
the professors of art ; ‘'and it may be observed,
that many wise and learned men, who have
accustomed their minds to admit nothing for
truthbut what can be proved by mathematical
demonstration, have seldom any relish for
those arts which address themselves to the
fancy, the rectitude and truth of which 1is
known by another kind of proof: and we
may add, that the acquisition of this Kknow-
ledge requires as much circumspection and
sagacity, as is necessary to attain those truths
which are more capable of demonstration.
Reason must ultimately determine our choice
on every occasion ; but this reason may still
be exerted ineffectually by applying to taste
principles which, though right as far as they
go, yet do not reach the object. No man,
for instance, can deny, that it seems at first
view very reasonable, that a statue which is
to carry down to posterity the resemblance of
an individual, shouldbe dressed in the fashion
of the times, in the dress which he himselt

P 2
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wore : this would certainly be true, if the
dress were part of the man: but after a
time, the dress is only an amusement for an
antiquarian ; and if it obstructs the general
design of the piece, it is to be disregarded by
the artist. Common sense must here give
way to a higher sense. In the naked form,
and in the disposition of the drapery, the dif-
ference between one artist and another is
principally seen. But if he 1s compelled to
exhibit the modern dress, the naked form is
entirely hid, and the drapery is already dis-
posed by the skill of the tailor. Werea Phi-
dias to obey suchabsurd commands, he would
please no more than an ordinary sculptor;
since, in the inferior parts of every art, the
learned and the ignorant are nearly upon a

level.

These were probably among the reasons
that induced the sculptor of that wonderful
figure of Laocoon to exhibit him naked, not-
withstanding he was surprised in the act of
sacrificing to Apollo, and consequently ought
to have been shewn in his sacerdotal habits,
if those greater reasons had not preponderated.
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Art is not yet in so high estimation with us,
as to obtain so great a sacrifice as the antients
made, especially the Grecians; who suffered
themselves to be represented naked, whether

they were generals,, lawgivers, or kings.

Under this head of balancing and choosing
the greater reason, or of two evils taking the
Jeast, we may consider the conduct of Rubéens
in the Luxembourg gallery, where he has
mixed allegorical figures with the represen-
tations of real personages, which must be
acknowledged to be a fault; yet, if the artist
considered himself as engaged to furnish this
gallery with a rich, various, and splendid
ornament, this could not be done, at least in
an equal degree, without peopling the air and
water with these allegorical figures: he
therefore accomplished all that he purposed.
In this case all lesser considerations, which
tend to obstruct the greatend of the work,
must yleld and give way.

The variety which portraits and modern
dresses, mixed with allegorical figures, pro-
duce, 1s not to be slightly given up upon a
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p\inétilio of reason; when that réason deprives
the art in a manner of its very existence. It
must always be remembered that the business
of a great painter, is to produce a great
picture ; he must therefore take especial care

not to be cajoled by specicus arguments out
of his materials.

What has been so often said to the dis-
advantage of allegorical poetry,—that it is
tedious, and uninteresting,—cannot with the
same propriety be applied to painting, where
the interest is of a different kind. If allego-
rical. p:inting produces a greater variety of
ideal geauty, a richer, a more various and
delightful composition, and gives to the
artist a greater opportunity of exhibiting his
skill, all the interest he wishes for is accom-
plished ; such a picture nat only attracts, but
fixes the attention. ‘

/%’ L If it be objected that Rubens judged ill at
e ek U figst in thinking it necessary to make his
Gl

work so very ornamental, this puts the

ﬂ[’ym%ﬁggquest?on upon new grom:ld. | It was his

17 1 ) {) peculiar style{; he could pajnt in no other ;
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and he was selected for that work; probably,

because it was his style., Nobody will ,é/
dispute but some of the best of the Roman ~~44>>< J

-or Bolognian schools would have produced a ¢ /:’ " L
more learned and more noble work. - OrmaneanZa

This leads us to another important province
of taste, that of weighing the value of the ,, 7 &,Z
different classes of the art, and of estimating ﬂ //
: S S A e &
them accordingly.

All arts have means within them of apply- 50 /o5ao
ing themselves with success both to the -
intellectual and sensitive part of our natures. /d. %

It cannot be disputed, supposing both these

means put in practice with equal abilities, /., 2.
to which we ought to give the preference; .-
to him who represents the heroick arts and
more dignified passions of man, orto him ,, Y
who, by the help of meretricious ornaments, /
however elegant and graceful, captivates the 7 jA" / &'
sensuality, as it may be called, of our taste. ,&/% 4
Thus the Roman and Bolognian schools arc /u
reasonably preferred to the Venetian, Flemish, p
or Dutch schools, as they address themselves
ta our best and noblest faculties.
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-~ 'Well-turned periods in eloquence, or har.
mony.of pumbers in poetry, which are in
those arts. what colouring is in painting, how-
ever highly we may esteem them, can never
be considered as of equal importance with
the art of unfolding truths that are useful to
mankind, and ‘which make us better or wiser.
Nor can those works which remind us of the
poverty and meanness of our nature, be con-
sidered as of equal rank with what excites
1deas of grandeur, or raises and dignifies
Jhumanity; or, in the words of a late poet,
which makes the beholder Jearn ro venerace
bimself as man ¥

It is reason and good sense therefore, which
ranks and estimates every art, and every part
- of that art, according to its importance, from
the painter of animated, down to inanimated
nature. We will not allow a man, who
{hall prefer the inferior style, to say it is his
taste ; taste herc has nothing, or at least ought
to have nothing, to do with the question.
He wants not taste, but sense, and soundness
of judgement.

* Dr. Goldsmnuth.
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indeed perfection in an inferior style may
be reasonably preferred to mediocrity in the
highest walks of art. A landscape of Claude
Lorrain may be preferred to a history by
Luca Giordano; but hence appears the.
necessity of the connoisseur’s knowing in
what consists the excellency of each class,
in order to judge how near it approaches to
perfection,

Even in works of the same kind, as in
history-painting, which is composed of va-
rious parts, excellence of an inferior species,
carried to a very high degree, will make a
work very valuable, and in some measure
compensate for the absénce of the higher
kinds of merit. It is the duty of the con-
noisseur to know and esteem, as much as it
may deserve, every part of painting: he will
not then think even Bassano unworthy of his
notice ; who, though totally devoid of ex-
pression, sense, grace, or elegance, may be
esteemed on account of his admirable taste
of colours, which, in his best works, are
little inferior to those of Titian.
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Since I have mentioned Bassano, we must
do him likewise the justice to acknowledge,
that though he did not aspire to the dignity
of expressing the characters and passions of
men, yet, with respect to facility and truth
in his manner of touching animals of all
kinds, and giving them what painters call
their character, few have ever excelled him.,

To Bassano we may add Paul ‘Veronese
and Tintoret, for their entire inattention to
what is justly thought the maost essential
part of our art, the expressionof the passions.
Notwithstanding these glaring deficiencies,
we justly esteem their works; but it must
be remembered, that they do not please from
those defects, but from their great excellen-
cies of another kind, and in spite of such
transgressions.  LThese excellencies too, as
far as they go, are founded in the truth of
general nature : they tell the zruth, though

not the whole truth.

By these considerations, which can never
be too frequently impressed, may be obviated
two errors, which | observed to have been,
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formerly at least, the most prevalent, and to
be most injurious to artists ; that of thinking
taste and genius to have nothing to do with
reason, and that of taking particular living

objects for nature,

I shall now say something on that part of
taste, which, as I have hinted to you before,
does not belong so much to the external form
of things, but is addressed to the mind, and
depends on its original frame, or, to use the
expression, the organization of the soul; I
mean the imagination and the passions. The
principles of these are as invariable as the
former, and are to be known and reasoned
upon in the same manner, by an appeal to
common sense deciding upon the common
feelings of mankind. This sense, and these
feclings, appear to me of equal authority,
and equally conclusive. Now this appeal
implies a general uniformity and agreement
in the minds of men. It would be else an
idle and vain endeavour to establish rules of
art; 1t would be pursuing a phantom, to
attempt to move aftections with which we
were entirely unacquainted., We have no
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gseason to suspect there is a greater difference
between our minds than between our forms ;
of which, though there are no two alike,
yet there is a general similitude that goes
through the whole race of mankind; and
those who have cultivated their taste, can
distinguish what is beautiful or deformed,
or, in other words, what agrees with or
deviates from the general 1dea of nature, 1n
one case, as well as in the other.

The internal fabrick of our minds, as well
as the external form of our bodies, being
nearly uniform; it seems then to follow of
course, that as the imagination is incapable
of producing any thing originally of itself,
and can only vary and combine those ideas
with which it is furnished by means of the
senses, there will be necessarily an agree-
ment in the imaginations, as in the senses
of men. There being this agreement, it
follows, that in all cases, in our lightest
amusements, as well as 1n our most serious
actions and engagements of life, we must
regulate our affections of cvery kind by that
of others. The well-disciplined mind ac-
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knowledges this authority, and submits its
own opinion to the publick voice. It is from
knowing what are the general feelings and
passions of mankind, that we acquire a true
idea of what imagination is; though it
appears as if we had nothing to do but to
consult our own particular sensations, and
these were sufficient to ensure us from all

error and mistake.

A knowledge of the dispdsition and cha-
rater of the human mind can be acquired
only by experience: a great deal will be
learned, I admit, by a habit of examining
what passes in our bosoms, what are our
own motives of action, and of what kind of
sentiments we are conscious on any occasion.
We may suppose an uniformity, and con-
clude that the same effect will be produced
by the same cause in the minds of others.
This examination will contribute to suggest
to us matters of enquiry; but we can never
be sure that our own sensations are true and
right, till they arc confirmed by more exten-
siveobservation.  Onc man opposing another

determines nothing; but a general union of
()
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minds, like a general combination of the
forces of all mankind, makes a strength that
1s irresistible. In fact, as he who does not
know himself, does not know others, so it
may be said with equal truth, that he who
does not know others, knows himself but

very imperfectly.

A man who thinks he is guarding himself
against prejudices by resisting the authority
of others, leaves open every avenue to sin-
gularity, vanity, self-conceit, obstinacy, and
many other vices, all tending to warp the
judgement, and prevent the natural operation
of his faculties. This submission to others
is a deference which we owe, and indeed are
forced involuntarily to pay. In fact, we
never are satisfied with our opinions, what-
ever we may pretend, till they are ratified and
confirmed by the suffrages of the rest of man-
kind. We dispute and wrangle for ever; we
endeavour to get men to come to us, when

we do not go to them.

He therefore who 1s acquainted with the
works which have pleased different ages and
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different countries, and has formed his opinion
on them, has more materials, and more meang
of knowing what is analogous to the mind of
man, than he who is conversant only with
the works of his own age or country. What
has pleased, and continues to please, 1s
likely to please again: hence are derived the
rules of art, and on this immoveable foun-
dation they must ever stand.

This search and study of the history of
the mind ought not to be confined to one
art only. It is by the analogy that one art bears
to another, that many things are ascertained,
which either were but faintly seen, or, per-
haps, would not have been discovered at all,
if the inventor had not received the first hints
from the practices of a sister art on a similar
occasion.* The frequent allusions which
every man who treats of any art i1s obliged
to make to others, in order to illustraté and
confirm his principles, sufficiently shew their
near connection and inseparable relation.

* Nulla ars, non alterius art's, aut mater, aut propin.
qua est. | TerTULL. as cited by Junius.
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All arts having the same general end,
which is to please; and addressing thema
gelves to the same faculties through the me-
dium of the senses; it follows that their
rules and principles must have as great affi
nity, as the different materials and the diffe-
rent organs or vehicles by which they pass
to the mind, will permit them to retain.*

We may therefore conclude, that the real
substance, as it may be called, of what goes
under the name of taste, is fixed and esta-
blished in the nature of things; that there
are certain and regular causes by which the
imagination and passions of men are affected ;
and - that the, knowledge of these causes is
-acquired by a laborious and diligent inves-
tigation of nature, and by the same slow
progress as wisdom or knowledge of every
kind, however instantaneous its operations
may appear when thus acquired.

It has been often observed, that the good

* Omnes artes qua ad humanitatem pertinent, habent
quoddam commune vinculum, et quasi cognatione inter
se continentur. CICERo.
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and virtuous man alone can acquire this trua
or just relish even of works of art. This
opinion will not appedr entirely without
foundation, when we consider that the same
habit of mind which is acquired by our
search after truth in the more serious duties
of life, is only transferred to the pursuit of
lighter amusements. The same disposition,
the same desir¢ to find something steady,
substantial, and durable, on which the mind
can lean as it were, and rest with safety,
actuates us in both cases. The subject only
i5s changed. We pursue the same method in
our search after the idea of beauty and perfec-
tion in each; of virtue, by looking forwards
beyond ourselves to society, and to the whole ;
of arts, by extending our views in the same
manner to all ages and all times,

Every art, like our own, has in its com
position fluctuating as well as fixed prin-
ciples. It is an attentive enquiry into their
difference that will enable us to determine
how far we are influenced by custom and
habit, and what is fixed in the nature of
things,

YOL. 1, Q
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To distinguish how much has solid foun-
dation, we may have recourse to the same
proof by which some hold that wit ought to
be tried ; whether it preserves itself when
translated. That wit is false, which can
subsist only in one language; and that pic-
ture which pleases only one age or one nation,
owes 1ts reception to some local or accidental

association of ideas.

We may apply this to every custom and
habit of life. Thus the general principles of
urbanity, politeness, or civility, have been
the same in all nations; but the mode in
which they are dressed, 1s continually vary-
ing. The general idea of shewing respect 1s
by making yourself less; but the manner,
whether by bowing the body, kneeling,
prostration, pulling off the upper part of our
dress, or taking away thc lower*, 1s a matter

of custom.

Thus, in regard to ornaments,—it would
be unjust to conclude that because they were

¥ Put off thy shoes from off thy fect; for the place
whereon thou standest is holy ground.  Exopus, 11 s.
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at first arbitrarily contrived, they are there-
fore undeserving of our attention; on the
contrary, he who neglects the cultivation of
those ornaments, acts contrary to nature and
reason. Aslife would be imperfect without
its highest ornaments, the Arts, sothese arts
themselves would be imperfect without zbe:r
ornaments. Though we by no means ought
to rank these with positive and substantial
beauties, yet it must be allowed, thata know-
ledge of both is essentially requisite towards
forming a complete, whole and perfect taste.
It 1s in reality from the ornaments, that arts
receive their peculiar character and com-
plexion; we may add, that in them we find
the characteristical mark of a national taste;
as by throwing up a feather in the air, we
know which way the wind blows, better

than by a moreheavy matter.

The striking distinction between the works
of the Roman, Bolognian, and Venetian
schools, consists more in that general effect
which is produced by colours, than in the
more profound excellencies of the art; at
least it is from thence that cach is distin-

Q2
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guished and known at first sight. Thus it is
the ornaments, rather than the proportions
of architecture, which at the first glance
distinguith the different orders from each
other; the Dorick is known by 1its triglyphs,
the Ionick by its volutes, and the Corinthian
by its acanthus.

What distinguishes oratory from a cold
narration, 1s a more liberal, though chaste,
use of those ornaments which go under the
name of figurative and metaphorical expres-
sions ; and poetry distinguishes itself from
oratory, by words and expressions still more
ardent and glowing. What separates and
distinguishes poetry, is more particularly the
ornament of werfe: it 1s this which gives it
its character, and is an essential without
which it cannot exist. Custom has appro-
priated different metre to different kinds of
composition, in which the world is not per-
fectly agreed. In England the dispute is not
yet settled, which isto be preferred, rhyme or
blank verse. Buthowever we disagree about
what these metrical ornaments shall be, that
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some metre is essentially necessary, is uni-
versally acknowledged.

In poetry or eloquence, to determine how
far figurative or metaphotical language may
proceed, and when it begins to be affectation
or beside the truth, must be determined by
taste ; though this taste, we must never for-
get, 1s regulated and formed by the presiding
feelings of mankind,—by those works which
have approved themselves to all times and all
persons. Thus, though eloquence has un-
doubtedly anessentialand intrinsic excellence,
and immoveable principles common to all
Janguages, founded in the nature of our pas-
sions and affections; yet it has its ornaments
and modes of address, which are merely
arbitrary. What is approved in the eastern
nations as grand and majestic, would be con-
sidered by the Greeks and Romans as turgid
and inflated; and they, in return, would be
thought by the Orientals toexpress themselves

n a cold and insipid manner.

We may add likewise to the credit of orna-
ments, that it is by their means that Art
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itself - accomplishes its purpose.  Fresnoy
calls colouring, which is one of the chief
ornaments of painting, /lena sororis, that
which procures lovers and admirers to the
more valuable excellencies of the art.

It appears tobe the same right turn of mind,
which enables a man to acquire the ¢ruth, or

the just idea of what is right, in the orna-
ments, as in the more stable principles of art.
It has still the same centre of perfection,
though it is the centre of a smaller circle.

To illustrate this by the fashion of dress,
in which there is allowed to be a good or bad
taste. The component parts of dress are
continually changing from great to little,
from short to long; but the general form still
remains : 1t is still the same general dress,
which is comparatively fixed, though on a
very slender foundation; but it is on this
which fashion must rest. He who invents
with the most success, or dresses in the
best taste, would probably, from the same
sagacity employed to greater purposes, have
discovered equal skill, or have formed the

hl“
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same correct tatse, in the highest labours
of art,

I have mentioned taste in dress, which is
certainly one of the lowest subjects to which
this word is applied ; yet, as I have before
observed, there is a right even here, how-
ever narrow 1its foundation respecting the
fashion of any particular nation. But we
have still more slender means of determining,
to which of the different customs of different
ages or countries we ought to give the pre-
ference, fince they seem to be all equally
removed from nature. If an European,
when he has cut off his beard, and put false
hair on his head, or bound up his own natural
hair in regular hard knots, as unlike nature
as he can possibly make it; and after having
rendered them immoveable by the help of the
fat of hogs, has covered the whole with flour,
laid on by a machine with the utmost regula-
rity ; if, when thus attired he issues forth,
and meets a Cherokee indian, who has
bestowed as much time at his toilet, and laid
on with equal care and attention his yellow
and red oker on particular parts of his fore-
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head or cheeks, as he judges most becoming;
whoever of these two despises the other for

e W thls. attention to the fash.lon of his country,
which ever first feels himself provoked taq
laugh, is the barbarian.

All these fashions are very . innocent ;
neither worth disquisition, nor any endea-
vour to alter them; as the change would,
in all probability, be equally distant from
nature. Theonly circumstance against which
indignation may reasonably be moved, 1s,
where the operation is painful or destructive
of health ; such as some of the practices at
Otaheite, and the straight lacing of the Eng-
lish ladies; of the last of which practices,
how destructive it must be to hecalth and
long life, the professor of anatomy took an
opportunity of proving a few days since in
this Academy.

It 1s indress, as in things of greater conse-
quence. Fashions originate from those only
who have the high and powerful advantages
of rank, birth, and fortune. Many of the
ornaments of art, those at least for which no
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reason can be given,’ are transmitted to us,
are adopted, and acquire their consequence
from the company in which we have been
used to see them. As Greece and Rome
are the fountains from whence have flowed
all kinds of excellence, to that veneration
which they have a right to claim for the
pleasure and knowledge which they have
afforded us, we voluntarily add our appro-
bation of every ornament and every custom
that belonged to them, even to the fashion
of their dress. For it may be observed
that, not satisfied with them in their own
place, we make no difficulty of drefling
statues of modern heroes or senators in the
fashion of the Roman armour or peaceful
robe; we go so far as hardly to bear a statue

in any other drapery.

The figures of the great men of those
nations have come down to us in sculpture,
In sculpture remain almost all the excellent
specimens of ancient art. We have so far
associated personal dignity to the persons
thus represented, and the truth of art to therr
manner of representation, that it is not 1
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our power any longer to separate them. This
is not so in painting ; because having no ex-
cellent ancient portraits, that connexion was
never formed. Indeed we could no more
venture to paint a general officer in a Roman
military habit, than we could make a statue
in the present uniform. But since we have
no ancient portraits,—to shew how ready we
are to adopt those kind of prejudices, we
make the best authority among the moderns
serve the same purpose. The great variety
of excellent portraits with which Vandyck
has enriched this nation, we are not content
to admire for their real excellence, but ex-
tend our approbation even to the dress which
happened to be the fashion of that age. We
all very well remember how common 1t was
a few years ago for portraits to be drawn in
this fantastick dress; and this custom is not
yet entirely laid aside. By this means it
must be acknowledged very ordinary pictures
acquired somethingof the air andeffectof the
works af Vandyck, and appeared therefore
at first sight to be better pictures than they
really were ; they appeared so, however, to
those only who had the means of making this
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association ; and when made, it was irresis-
tible. But this association is nature, and re-
fers to that secondary truth that comes from
conformity to general prejudice and opinion ;
it is therefore not merely fantastical. Besides
the prejudice which we have in favour of
ancient dresses, there may be likewise other
reasons for the effect which they produce;
among which we may justly rank the simpli-
city of them, consisting of little more than
one single piece of drapery, without those
whimsical capricious forms by which all
other dresses are embarrassed.

Thus, though it is from the prejudice we
have in favour of the ancients, who have
taught us architecture, that we have adopted
likewise their ornaments; and though we are
satisfled that neither nature nor reason are the
foundation of those beauties which we
imagine we sce in that art, yet if any one,
persuaded of this truth, should therefore
invent new orders of equal beauty, which we
will suppose to be possible, they would not
please ; nor ought he to complain, since the
old has that great advantage of having custom
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and prejudice on its side. In this case we
Jeave what has every prejudice in its favour,
to take that which will have no advantage
over what we have left, but novelty : which
soon destroys itself, and at any rate is but a

weak antagonist aga,inst custom.

Ancient ornaments, having the right of
possession, ought not to be removed, un-
less to make room for that which not only
has higher pretensions, but such pretensions
as will balance the evil and confusion which

innovation always brings with it.

To this we may add, that even the dura-
bility of the materials will often contribute
to give a superiority to one object over an-
other. Ornaments in buildings, with which
taste is principally concerned, are composed
of materials which last longer than those of
which dress is composed ; the former there-
fore make higher pretensions to our favour

and prejudice,

Some attention is surcly due to what we
can no more get rid of, than we can go out

3
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of ourselves. We are creatures of preju-
dice ; we neither can nor ought to eradicate
it ; we must only regulate it by reason ;
which kind of regulation is indeed little
more than obliging the lesser, the local and
temporary prejudices, to give way to those
which are more durable and lasting.

He therefore, who in his practice of
portrait-painting wishes to dignity his sub-
ject, which we will suppose to be a lady,
will not paint her in the modern dress, the
familiarity of which alone is sufficient to
destroy all dignity. He takes care that his
work shall correspond to those ideas and
that imagination which he knows will regu-
late the judgement of others; and therefore
dresses his figure something with the gene-
ral air of the antique for the sake of dignity,
and preserves something of the modern for
the sake of likeness. By this conduct his
works correspond with those prejudices
which we have in favour of what we conti-
nually see ; and the relish of the antique sim-
plicity corresponds with what we may call
the more learned and scientific prejudice.
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There was a statue made not long since of
Voltaire, which the sculptor, not having
that respect for the prejudices of mankind
which he ought to have had, made en-
tirely naked, and as meagre and emaciated
as the original is said to be. The conse-
quence was what might have been expect-
ed; 1t remained in the sculptor’s shop,
though it was intended as a publick ornament
and a publick honour to Voltaire, for it
was procured at the expence of his contem-

porary wits and admirers.

Whoever would reform a nation, suppo-
sing a bad tastc to prevail in it, will not
accomplish his purpose by going directly
against the stream of their prejudices.
Men’s minds must be prepared to receive
whatis new to them. Reformationisaworkof
time. Anational taste, however wrong it may
be, cannot be totally changed at once; we
must yield a little to the prepossession which
has taken hold on the mind, and we may
then bring people to adopt what would
offend them, if endeavoured to be intro-
duced by violence. When Battista I'ranco
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was employed, in conjunction with Titian,
Paul Veronese and Tintoret, to adorn the
library of St. Mark, his work, Vasari
says, gaveﬁ less satisfaction than any of the
others: the dry manner of the Roman
school was very 1ll calculated to please eyes
that had been accustomed to the luxu-
riancy, splendour, and richness of Venetian
colouring. Had the Romans been the judges
of this work, probably the determination
would have been just contrary; for in the
more noble parts of the art, Battista Franco
was perhaps not inferior to any of his
rivals.,

GENTLEMEN,

[t has been the main scope and
principal end of this discourse to demon-
strate the reality of a standard in taste, as
well as in corporeal beauty ; that a false or
depraved taste is a thing as well known, as
easily discovered, as any thing that is de-
formed, mis-shapen, or wrong, in our form
or outward make ; and that this knowledge
1s derived from the uniformity of sentiments
among mankind, from whence procceds the
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knowledge of what are the general habits of .
nature ; the result of which is an idea of

perfect beauty.

If what has been advanced be tiue,~—that
beside this beauty or truth, which is formed
on the uniform, eternal, and immutable
laws of nature, and which of necessity
¢can be but one ; that beside this one immu-
table verity there are likewise what we have
called apparent or secondary truths, pro-
ceeding from local and temporary prejudices,
fancies, fashions or accidental connexion
of ideas; if it appears that these last have
still their foundation, however slender, in
the original fabrick of our minds; it follows
that all these truths or beauties deserve and
require the attention of the artist;, in pro-
portion to their stability or duration, or as
their influence is more or less extensive.
And let me add, that as thcy ought not to
pass their just bounds, so neither do they,
in a well-regulated taste, at all prevent or
weaken the influence of those general prin-
ciples, which alone can give to art its true

and permanent dignity.
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To form this just taste is undoubtedly in .
your awn power, but it is to reason and phi.
JIosophy that you must have recourse ; from
them you must borrow the balance, by which
15 to be weighed and estimated the value of

every pretension that intrudes itself on your
notice.

The general objection which 1s made to
the introduction of Philosophy into the
regions of taste, is, that it checks and re-
strains the flights of the imagination, and
gives that timidity, which an over-careful-
ness not to err or act contrary to reason is
likely to produce. It is not so. Fear is
neither reason nor philosophy. The true
spirit of philosophy, by giving knowledge,
gives 2 manly confidence, and substitutes
rational firmness in the place of vain pre-
sumption. A man of rcal taste i1s always
a man of.judgement in other respects ; and
those inventions which either disdain or
shrink from reason, are generally, I fear,
more like the dreams of a distempered brain,
than the exalted enthusiasm of a cound and
true genius. In the midst of the highest

VOL. I. R flights
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ﬂlghts of fancy or 1mag1natlon, reason

D‘ ""%’/4 ought to preside from first to last, though

I admit her more powerful operation is

Z M } uPon reflection.

Let me add, that some of the greatest
names of antiquity, and those who have
most distinguished themselves in works of
genius and imagination, were equally emi-
nent for their critical skill. Plato, Aristo-
tle, Cicero, and Horace; and among the
moderns, Boileau, Corneille, Pope, and Dry-
den, are at least instances of genius not
being destroyed by attention or subjection
to rules and science. I should hope therefore,
that the natural consequence of what has
been said, would be, to excite in you a
desire of knowing the principles and con-
duct of the great masters of our art, and
respect and veneration for them when known.
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DISCOURSE ‘VIIL

e

THE PRINCIPLES OF ART, WHETHER POETRY OR

PAINTING, HAVE THEIR FOUNDATION IN THE Aﬁw/{,&

MIND} SUCH AS NOVELTY, VARIETY AND CONe.
TRAST ;: THESE IN THEIR EXCESS BECOME DEFECTS.
~=SIMPLICITY. 1TS EXCESS DISAGREEZABLE.=+RULES
NOT TO BE ALWAYS OBSERVED IN THEIR LITERAL
SENSE: SUFFICIENT TO PRESERVE THE SPIRIT OF
THE LAW.—-QBSERVATIONS ON THE PRIZE PICe
TURES.

GENTLEMEN,

I mavE recommended in former discour-
ses,* that Artists should learn their profes.
sion by endeavouring to form an idea of

perfection from the different excellencies

which lie dispersed in the various schools
of painting. Some difficulty will still
occur, to know what is beauty, and where
it may be found: one would wish not to be
obliged to take it entirely on the credit of

R.n

* Discounsa II. and VI,
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fame ; though to this, I acknowledge, the
younger Students must unavoidably submit.
Any suspicion in. them of the chance of
their being deceived, will have more ten-
dency to obsruct their advancement, than
even ‘'an enthusiastick confidence in’ the
perfectlon of their models. ‘But to the more
advanced in the art, who wish to stand
on more..stable and firmer ground, and to
establish pr1nc1ples on a stronger foundation
than authorlty, however venerable or pow-
erful, it may be safely told, that there is still
a higher tribunal, to which those great
masters themseclves must submit, and to
which indeed ,every excellence in art must
be ultlmately referred. He who is ambitious
. to. enlarge the boundaries of his art, must
extend his views, beiyond the precepts
which arc found in books or may be drawn
from the practice of his predecessors, to a
knowledge of those precepts in the mind,
those operations of intellectual nature,—to
which every thing that aspires to please,
must be proportioned and accommodated.

Poetry having a more extensive powes
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than our art, exerts its influence over almost
all the passibns : arﬁong' those ‘may be rec-
koned one of our most prevalent disposi-
tions, anxiety for the future. Poetry ope-
rates by raising our curiosity, engaging the
mind by degrees to take an interest in the
event, keeping that event suspended, and
surprising at last with an unexpected ca-
tastrophe.

The Painter’s art is more confined, and
has nothing that corresponds with, or per-
haps 1s equivalent to, this power and ad-
vantage of leading the mind on, till atten-
tion is totally engaged. What is done by
Painting, must be done at one blow ; curio-
sity has received at once all the satisfaction it
can ever have. There are, however, other in-
tellectual qualities and dispositions which the
Painter can satisfy and affect as powerfully
as the poet: among those we may reckon
our love of novelty, varicty and contrast ;
these qualities, on cxamination, will be
found to refer to a certain activity and rest-
lessness, which has a pleasure and delight
in being cxercised and put in motion: Aft

-li

r
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therefore only administers to those ‘wants and
desires of the mind.

It requires no long disquisition to Shew,
that the dispositions which I have stated
actually subsist in the humanmind. Variety
reanimates the attention, which 1s apt to
languish under a continual sameness. Novelty
makes a more forcible impression on the
mind, than can be made by the representa-
tion of what we have often seen before ; and
contrasts youse the power of companson by
0ppos1t10n. All this is obvious; but, on the
other hand, it must be remembered, that the
mind, though an active principle, has hke-
wise a disposition to indolence; and though
it loves exercise, loves it enly to a certain
degree, beyond which it is very unwilling to
be led, or driven; the pursuit therefore of
novelty and variety may be earried to excess.
When variety entirely destroys the pleasure
proceeding from wuniformity and repetition,
and when novelty counteracts and shuts out
the pleasure arising from old habits and cus-
toms, they oppose too much the indolence of
our disposition: the mind therefore can bear

7
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with pleasure but a small portion of novelty
‘at a time. The main part of the work must
-be in the mode to which we have been used.
An affection to old habits and customs I take
to be the predominant dispositionof the mind,
and novelty comes ds an exception: where all
is novelty, the attention, the exercise of the
mind is too violent. Contrast, in the same
manner, when it exceeds certain limits, is as
-disagreeable as a violent and perpetual oppo-
sition; it gives to the senses, in their pro-
-gress, a more sudden change than they can
bear with pleasure.

It is then apparent, that those qualities,:
however they contribute to the perfection of
~Art, when kept within certain ‘bounds, if
-they are carried to excess, become défects,
-and ‘require correction: a work consequertly
“will not proceed better and better as it iis
‘more varied ; variety can never be the greund-
work -and principle of the performasice—it
must be only employed to recreate and relieve.

‘To apply these general observations which
‘belong equally to all arts, to ours in partici-
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ldr.. - In a composition, when the" objects
are:scattered and divided into many equal
parts, -the eye is perplexed and fatigued,
tfrom not knowing where to rest, where to
find the principal action, or which is the
principal figure; for where all are making
equal pretensions to notice, all are 1n equal
danger of neglect.

The expression which is used very often
“on these occasions is, the piece wants repose ;
a word which perfectly expresses a relief of
the mind from that state of hurry and anxiety
which 1t suffers, when looking at a work of
this character. |

On the other hand, absolute unity, that
1s, a large work, consisting of one. group or
mass of light only, would be as defective as
an_heroick poem without episode, or any
collateral incidents to recreate the mind with

‘that variety which it always requires.

An instance occurs to me of two painters,
(Rembrandt and Poussin,) of characters
_totally opposite to each other in every respect,

3
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‘but in nothing more than in their mode.of mdﬁ 4

composition, and management of- llght and & ?%hg/ﬁ
Rembrandt’s manner - is ~absolute ﬁ

unity ; he often has but one group, and ex-

shadow.

hibits little more than one spotof lightin the ;#

‘midst of .a large quantity of shadow:. if he
has a second mass, that second bears na pro-
portion to the principal.

contrary, has scarce any principal mass of

light at all, and his figures are often too
much dispersed, without suflicient attention

to place them in groups.

The conduct of these two painters is en-

Poussin, on the

tirely the reverse of what might be expected

from their general style and character; the
worksof Poussin being as much distinguished

for simplicity, as those of Rembrandt for /*
Even this conduct of Poussin 72

combination.
might procced from too great an affection to
-simplicity of another kind; too great a desire
to avoid that ostentation of art, with reéard

to light and shadow, on whichRembrandt so " -
;:J'.‘-?_r"-r rl:f;;;.ﬂ

much wished to draw the attention: however,
each of them ran into contrary extremes,

and it is difficult to determine which is the =

.
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-ostréprehensible, both:being equallydistant
4rom-the demands of nature, .and the pur-

-poses of art.

~ The same just moderation must be observed
in regard to ornaments ; nothing will contri-
bute more to destroy repose ‘than prefusion,
of whatever kind, whether it consists in the
‘multiplicity of objects, or the variety and
brightness of colours. On the other hand,
a work without ornament, instead of simpli-
city, to which it makes pretensions, has
rather the appearance of poverty. The
‘degree to which ornaments are admissible,
‘must be regulated by the professed style of
the work; but we may be sureof this truth,—
that the most ornamental style requiresrepose,
to set off even its ornaments to advantage, I
cannot avoid mentioning here an instance of
repose in that faithful and accurate painter of
nature, Shakspeare; the short dialogue be-
tween Duncan and Banquo, whilst they are
approaching the gates of Macbeth’s castle.
Their conversation very naturally turns upon
the beauty of its situation, and the pleasant-
‘ness of the air: and Banquo observing the
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martlets’ nests in every recess. of the cornice,
remarks, that where those birds most breed
and haunt, the air is delicate. The subject
of this quiet and easy conversation gives that
repose so necessary to the mind, after the
tumultuous bustle of the preceding scenes,
and perfectly contrasts the scene of hor-
rour that immediately succeeds., It seems
as 1if Shakspeare asked himself, What is 3
Prince likely to say to his attendants on such
an occasion # The modern writers seem, on
the contrary, to be always searching for new
thoughts, such as never could occur to men
in the situation represented. This is also
frequently the practice of Homer; who, from
the midst of battles and horrours, relieves
and refreshes the mind of the reader, by in-
troducing some quiet rural image, or picture
of familiar domestick life. The writers of
'every age and country, where taste has begun
to decline, paint and adorn every object they
touch ; are always on the streté¢h; never
deviate or sink a moment from the pompous
and the brilliant. Lucan, Statius, and
Claudian, (asa learned critick has observed, )
arc examples of this bad taste and want of
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judgenent ;. they never soften:their toses, or -
conded®end to be natural : all is exaggeraion
and perpetual splendour, without affording
repose of any Kind.

. As we are speaking of excesses, it will
not be remote from our purpose to say a few
words upon simplicity ; which, in one of the
senses in which 1t 1s used, 1s considered as
the general corrector of excess. We shall
at present forbear to consider it as implying
that . exact conduct which proceeds from an
intimate knowledge of simple unadulterated
nature, as it is then only another word for
perfection, which neither stops short of, nor
oversteps, reality and truth.

In our enquiry after simphicity, as in many
other enquiries of this nature, we can best
explain what is right, by shewing what is
wrong ; and, indced, in this case it seems
to be absolutely necessary: simplicity, being
only a negative virtue, cannot be described
or defined. We must therefore explain its
pature, and shew the advantage and beauty
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which i§ derived from' it; by shewing-the
deformity which proceeds from its neglect.

. Though instances ‘of this neglect might
be expected to be found in practice, we should
not expect to find in the works: of criticks,
precepts that bid defiance to simplicitjr and
every thing that relates to it. De Piles
recommends to us portrait-painters, to add
Grace and Dignity to the characters of . those,
whose pictures we draw : so far he is un-
doubtedly right ; but, unluckily, he descends
to particulars, and gives his own idea of Grace
and Dignity. ¢¢ If, says he, you draw persons
of bhigh character and dignity, they ought to
be drawn in fuch an attitude, that the Portraif
must scem to speak to us of themsclves, and, as
1t were, to fay to us, * stop, take notice of me,
I am that invincible King, [urrounded by
Muajesty I am that valiant commander, whe
struck tevrour every where I am that great
mintfter,who knewall the [prings of politicks 2’
[ amthat magistrate of consummate wisdom and
probity.” He goes on in this manner, with
all the characters he can think on.  We may
contrast the tumour of this presumptuous



Ioftiness: with the natural unaffected air of
the poMts of Titian, where dignity, seeme
ing to be natural and inherent, draws spon-
taneous reverence, and instead of being thys
V&mly assumed, has the appearance of an
unalienable adjunct; whereas such pompous
and laboured insolence of grandeur is so fay
from creating respect, that it betrays vulgarity
and meanness, and new-acquired conse-
quence,

The painters, many of them at least, have
not been backward in adopting the notions
contained in these precepts. The portraits of
Rigaud are perfect examples of an ir?\plicit
observance of these rules of De Piles; so
that though he was a painter of great merit
in many respects, yet, that merit i1s entirely
overpowered by a total absence of simplicity

n every sense.

Not to multiply instances, which mightbe
produced for this purpose, from the works
of History-painters, I shall mention only
one,—a picture which I have seen, of the

Supreme being by Coypell.

b
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. This subject the Roman Catholick painters
have taken the liberty to represent, however
indecent the attempt, and however obvious
the impossibility of any approach to an
adequate representation: but here the air and
character, which the Painter has given, and
he has doubtless given the highest he could
conceive, are so degraded by an attempt at
such dignity as De Piles has recommended,
that we are enraged at the folly and presump-
tion of the artist, and consider it as little less
than profanation.

As we havepassed to aneighbouringnation
for instances of want of this quality, we must
acknowledge, at the same time, that they
have produced great examples of simplicity,
in Poussin and Le Sueur. But as we are
speaking of the most refined and subtle notion
of perfection, may we not enquire, whether
a curious eye cannotdiscern some faults, even
in those great men? I can fancy, that even
Poussin, by abhorring that affectation and
that want of simplicity, which he observed
in his countrymen, has, in certain particu-
lars, fallen into the contrary extreme, so far

VOL. VII, $
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as fo approach to a Rind of affectation s
to wh&ﬁ; in writing, would be called. pe-

daritiy.

When Simplicity, instead of being a cor-
rector, seems to set up for herself; that is,
when an artist seems to value himself solely
upon this quality; such an ostentatious dis-
play of simplicity becomes then as disagree-
able and nauseous as any other kind of affec-
tation. Heis, however, inthis case, likely
enough to sit down contented with his own
work ; “for though he finds the world look at
it with indifference or dislike, as being des-
titute of every quality that can recreate or give
pleasure to the mind, yet he consoles him-
self, that it has simplicity, a beauty of too
pure and chaste a naturc to be relished by
vulgar minds.

It 1s in art as in morals; nocharacter would
inspire us with an enthusiastick admiration of
his virtue, if that virtue consisted only in an
absence of vice ; something more is required ;
a man must do more than mercly his duty, to
be a hero.
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Those works of the ancients, which are
m the highest esteem, have something beside
mere simplicity to recommend them. The
Apollo, the Venus, the Laocoon, the Gla-
diator, have a certain Composition of Action,
have contrasts sufficient to give grace and
energy in a high degree ; but it must be con-
fessed of the many thousand antique statuss
which we have, that their general character-
istick is bordering at least on inanimate insi-

pidity.

Simplicity, when so very inartificial as to
seem to evade the difficulties of art, is a very
suspicious virtue,

I do not, however, wish to degrade sima
plicity from the high estimation in which it
has been ever justly held. It is our barrier
against that great enemy to truth and nature,
Affectation, which is ever clinging to the
pencil, and ready to drop in and poison every
thing it touches.

Our love and affection to simplicity pro-
cecds in a great measure from our aversion

3%
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to every kind of affectation. There 1s like-
wise another reason why so much stress is
laid upon this virtue ; the propensity which
-artists have to fall into the contrary ex-
treme: .we therefore set a guard on that side
which is most assailable. When a young
artist is first told, that his composition and
his attitudes must be contrasted, that he must
turn the head contrary to the position of the
body, in order to produce grace and ani-
mation ; that his outline must be undula-
ting, and swelling, to give grandeur ; and
that the eye must be gratified with a variety
of colours ;—when he 1s told this, with
certain animating words, of Spirit, Dignity,
Energy, Grace, greatness of Style, and bril-
liancy of Tints, he becomes suddenly vain of
his newly acquired knowledge, and néver
thinks he can carry those rules too far. It
is then that the aid of simplicity ought to be
called in, to correct the exuberance of youth-

-ful ardour.

The same may be said in regard to Co-
louring, which in its pre-cminence is par-
ticularly applied to flesh. An artist s his



THE EIGHTH DISCOURSE. 261

first essay of imitating nature, would make
the whole mass of one colour, as the oldest
painters did ; till he is taught to observe not
only the variety of tints, which are in the
object itself, but the differences produced
by the gradual decline of light to shadow :
he then immediately puts his instruction
In practice, and introduces a variety of
distinct colours. He must then be again
corrected and told, that though there is this
variety, yet the effect of the whole upon the
eye must have the union and simplicity of

the colouring of nature.

And here we may observe, that the
progress of an individual Student bears a
great resemblance to the progress and ad-
vancement of the Art itself. Want of sim-
plicity would probably be not one of the de-
fects of an artist who had studied nature only,
as 1t was not of the old masters, who lived
in the time preceding the great Art of
Painting ; on the contrary, their works are too

D 3
simple and too 1nartificial,

The Art in its infancy, like the first
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work of ‘a Student, ‘was dry, hard, and
simple. But this kind of barbarous sim-
plicity, would be better named Penury,
a5 1t proceeds from mere want; from
want of knowledge, want of resources,
want of abilities to be otherwise: their
simplicity was the ofts ‘prmg, not ot choice,
but necessity. -
SN A

In the second stage they were sensible of
this poveity ; and those who were the most
sensible of the want, were the best judges
of the measure of the supply. There were
painters who emerged from poverty with-
out falling into luxury. ‘Their success
induced others, who proebably never would
of themselves have had strength of mind to
discover the original defect, to endeavour
at the remedy by an abuse; and they ran
into the contrary extreme. But however
they may have strayed, we cannot recom-
mend to them to return to that simplicity
which they have justly quitted ; but to deal

 out their abundance with a more sparing

hand, with that dignity which makes no
parade, either of its riches, or of its art.
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It is not easy to give a rule which may serve
to fix this just and correct medium ; because
when we may have fixed, or nearly fixed,
the middle point, taken as a general prin-
ciple, circumstances may oblige us to depart
from it, either on the side of Simplicity,
or on that of Variety and Decoration.

I thought it necessary in a former dis-
course, speaking of the difference of the
sublime and ornamental style of painting,—
in order to excite your attention to the more
manly, noble, and dignified manner, to
leave perhaps an impression too contemp-
tuous of those ornamental parts of our Art,
for which many have valued themselves,
and many works are much valued and es-
teemed.

I said then, what I thought it was right
at that time to say ; I supposed the disposi-
tion of young men more inclinable to splen-
did negligence, than perseverance in labo-
rious application to acquire correctness ; and
therefare did as we do in making what 1s
crooked straight, by bending it the contrary
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-way, in order that’ it may remain straight

at laat.

For this purpose then, and to correct
excess or neglect of any kind, we may here

‘add, that it is not enough that a work be
“Jearned ; it must be pleasing : the painter

must add grace to strength, if he desires
to secure the first impression in his favour.
Our taste has a kind of sensuality about 1it,
as well as a love of the sublime ; both these
qualities of the mind are to have their pro-
per consequence, as far as they do not
counteract each other ; for that is the grand
error which much care ought to be taken
to avoid.

There are some rules, whose absolute
authority, like that of our nurses, continues
no longer than while we are in a state of
childhood. One of the first rules, for
instance, that I believe every master would
give to a young pupil, respecting his conduct
and management of light and shadow, would
be what Lionardo da Vinci has actually
given ; that you must oppose a light ground
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to the shadowed side of your figure, and a
dark ground to the light side. If Lionardo
had lived to see the superior splendour and
effect which has been since produced by
the exactly contrary conduct,——by joining
light to light, and shadow to shadow,——
though without doubt he would have admired
it, yet, as it ought not, so probably it would
not be the first rule with which he would
have begun his instructions.

Again; in the artificial management of
the figures, it is directed that they shall
contrast each other according to the rules
generally given; that if one figure opposes
his front to the spectator, the next figure is
to have his back turned, and that the limbs
of each individual figure be contrasted ; that
is, if the right leg be put forward, the right

arm 1s to be drawn back,

It 1s very proper that those rules should
be given in the Academy ; it is proper the
young students should be informed that some
research 1s to e made, and that they should
be habituated to consider every excellence as
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reduceable to principles. Besides; itis the
natural progress of instruction to teach first
what is obvious and perceptible to the
senses, and from thence proceed gradually
to notions large, liberal, and complete, such
as comprise the more refined and higher
excellencies in Art. But when students are
more advanced, they will find that the great-
est beauties of character and expression are
produced without contrast; nay more, that
this contrast would ruin and destroy that
natural energy of men engaged in real action,
unsolicitous of grace. St. Paul preaching at
Athens in one of the Cartoons, far from any
affected academical contrast of limbs, stands

equally on both legs, and both hands are

in the same attitude: add contrast, and the
whole energy and unaffected grace of the

figure is destroyed. Elymas the sorcerer

stretches both hands forward in the same
direction, which gives perfectly the expres~
sion intended. Indeed you never will find
in the works of Raffaclle any of those
school-boy afiected contrasts, W hatever con-
trast thcre Is, appcars without any scem-
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ing agency of art, by the natural chance of
things.

What has been said of the evil of excesses
of all kinds, whether of simplicity, variety,
or contrast, naturally suggests to the painter
the necessity of a general enquiry into the
true meaning and cause of rules, and how
they operate on those faculties to which they
are addressed: by knowing their general pur-
pose and meaning, he will often find that he
need not confine himself to the literal sense, it
will be sufficient if he preserve the spirit, of
the law.

Critical remarks are not always understood
without examples: it may not be improper
therefore to give instances where the rule
itself, though generally received, i1s false, or
where a narrow conception of it may lead the
artist into great errors.,

It is given as a rule by Fresnoy, That zhe
principle figure of a subject must appear 11 the
midst of the picture, under the principal ligbt,

g, dz'fzfrzgm'f/ﬂ 1t from the rest. A pjlinter who

/ )
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should think himself obliged strictly to follow
this rule, would encumber himself with
needless difficulties; he would be confined
to great uniformity of composition, and be
deprived of many beauties which are incom-
patible with its observance. The meaning
of this rule extends, or ought to extend, no
further than this ;—That the principal figure
should be immediately distinguished at the
first glance of the eye ; but there is no neces-
sity that the principal light should fall on the
principal figure, or that the principal figure
should be in the middle of the picture. It
1s sufficient that it be distinguished by 1its
place, or by the attention of other figures
pointing it out to the spectator. So far is
this rule from being indispensable, that it is
very seldom practised, other considerations
of greater consequence often standing in the
way. Examples in opposition to this rule,
are found in the Cartoons, in Christ’s Charge
to Peter, the Preaching of St. Paul, and
Elymas the Sorcerer, who 1s undoubtedly
the principal object in that picture.  In nonc
of thosc compositions is the principal figurc
in the mudst of the picture. In the very
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‘admirable composition of the Tent of Darius,
by Le Brun, Alexander is not in the middle
of the picture, nor does the principal light
fall on him; but the attention of all theother
figures immediately distinguishes him, and
distinguishes him more properly ; the great-
est light falls on the daughter of Darius, who
is in the middle of the picture, where it is
more necessary the principal light should be

placed.

It 1s very extraordinary that Felibien, who
has given a very minute description of this
picture, but indeed such a description as may
be rather called panegyrick than criticism,
thinking it necessary (according to the precept
of Fresnoy) that Alexander should possessthe
principal light, has accordingly given it to
him; he might with equal truth have said
that he was placed in the middle of the picture,
as he seemed resolved to give this piece every
kind of excellence which he concelived to be
necessary to perfection, His generosity is
here unluckily misapplied, as it would have
destroycd in a great measure the beauty of
the composition.
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Another instance occurs to me, wheres
GQtlal liberty may be taken in regard to the
management of light. Though the general
practice is, to make a large mass about the
middle of the picture surrounded by shadow,
the reverse may be practised, and the spirit
of the rule may still be preserved. Examples
of this principle reversed may be found very
frequently in the works of the Venetian
School. In the great composition of Paul
Veronese, THE MARRIAGE AT CanNA, the
figures are for the most part in half shadow;
the great light is in the sky; and indeed the
general effect of this picture which is so
striking, is no more than what we often see
in landscapes, in small pictures of fairs and
country feasts; but those principles of light
and shadow, being transferred to a large
scale, to a space containing near a hundred
figures as large as life, and conducted to all
appearance with as much facility, and with
an attention as steadily fixed upon the whole
rogether, as if it were a small picture imme-
diately under the eye, the work justly excites
our admiration; the difliculty being encreased
as the extent is enlarged.

L
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" The various modes of composition dre
infinite : sometimes it -shall consist of one
large group in the middle of the picture, and
the smaller groups on each side ; or a plain

space in the middle, and the groups of figures
ranged round this vacuity.

Whether this principal broad light be in
the middle space of ground, as in THE
ScuooL oF ATHENS; or inthe sky, as in
THE MARRIAGE AT CANA, In THE AN-
DROMED A, and 1n most of the pictures of
Paul Veronese ; or whether the light be on
the groups ; whatever mode of composition
is adopted, cvery variety and licence is
allowable : this only is indisputably neces-
sary, that to prevent the eye from being
distracted and confused by a multiplicity of
objects of equal magnitude, those objects,
whether they consist of lights, shadows, or
figures, must be disposed in large masses and
groups properly varied and contrasted ; that
to a certain quantity of action a proportioted
space of plain ground is required ; that light
is to be supported by sufficient shadow
and, we may add, that a certain quantity of
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cold colours is necessary to give value and
-, lustre to the warm colours: what those
o ¢ proportions are cannot be so well learnt
%, "+, by precept as by observation on pictures,
" and in this knowledge bad pictures will
mstruct as well as good., Our enquiry
why pictures have a bad effect, may be
as advantageous as  the enquiry why they
have a good effect; each will corroborate
the principles that are suggested by the

other.

Though it is not my Jusiness to enter into

the detail of our Art, yet I must take this

', opportunity of mentioning one of the means
of producing that great effect which we ob-
serve in the works of the Venetian painters,

- 'as I think i1t 1s not generally known or
PR observed. It ought, in my opinion, to be
- indispensably observed, that the masses of
~ .7 light ina picture be always of a warm mellow
. colour, yellow, red, or a ycllowish-white;
and that the blue, the grey, or the green
o colours be kept almost entirely out of these
* masses, and be used only to support and set
off these warm colours ; and for this purpose,
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a small proportion of cold colours will be
suflicient.
Leuvirie 0

Let this conduct be reseewed ; let the light
be cold, and the surrounding colours warm,
as we often see in the works of the Roman
and Florentine painters, and it will be out of
the power of art, even in the hands of Rubens
or Titian, to make a picture splendid and
harmonious.

I.e Brun and Carlo Maratti were two
painters of great merit, and particularly what
may be called Academical Merit, but were
both deficient in this management of colours:
the want of observing this rule is one of the
causes of that heaviness of effect which is
so observable in their works. The principal
light in the Picture of Le Brun, which I
just now mentioned, falls on Statira, who is
dressed very injudiciously i a pale blue
drapery : it is true, he has hecightened this
blue with gold, but that is not enough ; the
whole picture has a heavy air, and by no
means answers the expectation raised by the
Print. Poussin often made a spot of blue

VOL. I, 7y
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drapery, when the general hue of the picture
was inclinable to brown or yellow; which
shews sufficiently, that harmony of colouring
“was not a part of the art that had much
engaged the attention of that great painter.

The conduct of Titian in the picture of
BaccHus AND ARIADNE, has been much
celebrated, and justly, for the harmony of
scolouring. To Ariadne is given (say the
" criticks) a red scarf, torelieve the figure from
the sea, which 1s behind her. It is not for
that reason, alone, but for another of much
greater consequence ; for the sake of the
general harmony and effect of the picture.
The figure of Ariadne is separated from the
great group, and is dressed in blue, which
added to the colour of the sea, makes that
quantity of cold colour which Titian thought
necessary for the support and brilliancy of
the great group; which group is composed,
with very little cxception, entirely of mellow
colours.  But as the picture in this case would
be divided into two distinct parts, one halt
eold, and the other warm, it was necessary

to carry some of the mellow colours of the
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great group into the cold part of the picture,
and a part of the cold into the great group ;
accordingly Titian gave Ariadne a red scarf,
and to one of the Bacchante a little blue
drapery.

The light of the picture, as T observed,
ought to be of a warm colour; for though
white may be used for the principal light, as
was the practice of many of the Dutch and
Flemish painters, yet it is better to suppose
that white illumined by the yellow rays of
the setting sun, as was the manner of Titian,
The superiority of which manner is never
more striking, than when in a collection of
pictures we chance to sce a portrait of Titian’s
hanging by the side of a Flemish picture,
(even though that should be of the hand of
Vandyck,) which, however admirable 1n
other respects, becomes cold and grey in the
comparison.

The illuminated parts of objects are 1n
nature of a warmer tint than thosc that are
in the shade: what I have recommended
therefore is no more, than that the same

14
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conduct be observed in the whole, which is
acknowledged to be necessary in every indi-
vidual part. It is presenting to the eye the
same effect as that which 1t has been
accustomed to feel, which in this case, as 1n
every other, will always produce beauty ;
no principle therefore in our art can be
more certain, or is derived from a highey
source,

What I just now mentioned of the sup-
posed reason why Ariadne has part of her
drapery red, gives me occasion here to
observe, that this favourite quality of giving
objects relief, and which Dec Piles and all
the Criticks have considered as a requisite
of the utmost importance, was not one of
those objects which much engaged the atten-
tion of Titian: painters of an inferior rank
have far exceeded him in producing this
effect, 'This was a great object of attention,
when art was 1n its infant state ; as it 1s at
present with the vulgar and ignorant, who
feel the highest satisfaction in sceing a figure,
which, as they say, looks as if they could
walk round it.  Buthowever Jow I may ratg



THE EIGHTH DISCOURSE. 277

this pleasure of deception, I should not op-
pose it, did it not oppose itself to a quality
of a much higher kind, by counteracting
entirely that fulness of manner which is so
difficult to express in words, but which is
found in perfection in the best works of
Correggio, and we may add, of Rembrandt. -

This effect is produced by melting and losing |
the shadows in a ground still darker than
those shadows; whereas that relief is pro-
duced by opposing and separating the ground
from the figure either by light, or shadow,
or colour. This conduct of in-laying, as it
may be called, figures on their ground, in
order to produce relief, was the practice of
the old Painters, such as Andrea Mantegna,
Pietro Perugino, and Albert Durer; and to
these we may add, the first manner of
Lionardo da Vinci, Giorgione, and even,
Correggio ; but these three were among the
first who began to correct themselves in dry-
ness of style, by no longer considering relief
as a principal object. As those two qualities
relief, and fulness of effect, can hardly exist
together, it 1s not very difficult to determine

to which we ought to give the preference.
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An Artist 15 .obliged for ever to hold a balance
in his hand, by which he must determine the
value of different qualities ; that, when some
fault must be committed, he may choose the
least. Those painters who have best under-
stood the art of producing a good effect, have
adopted one principle that seems perfectly con-
formable to reason ; that a part may be sacri-
ficed for the good of the whole. Thus,
whether the masses consistof light or shadow,
it is necessary that they should be compact
and of a pleasing shapc: to this end, some
parts may be made darker and some lighter,
and reflexions stronger than nature would
varrant.  Paul Veronese took great liberties
of this kind. It is said, that being once
asked, why certain figures were painted in
shade, as no cause was seen in the picture
itself; he turned off the enquiry by answer-
a cloud 1s
passing which has overshadowed them.

2

mg, f wna nuevola che passa,’

But I cannot give a better instance of this
practicc than a picture which I have of
Rubens: 1t is a representation of a Moon-
Lght.,  Rubens has not only diffused more
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light over the picture than is in nature, but
has bestowed on it those warm glowing
colours by which his works are so much
distinguished. It is so unlike what any other
painters have given us of Moon-light, that it
might be easily mistaken, if he had not like-
wise added stars, fora fainter setting sun.—
Rubens thought the eye ought to be satisfied
in this case, above all other considerations:
he might indeed have made it more natural,
but it would have been at the expence of
what he thought of much greater conse-
quence,~—the harmony proceeding from the
contrast and variety of colours.

This same picture will furnish us with
another instance, where we must depart from )
nature for a greater advantage. The Moon
in this picture does not preserve so great a
superiority in regard to its lightness over the q_gﬁ.

obiect which it illumines, as it does in nature ; f ,
J ’ reelle

this 1s likewise an' intended deviation, and

for the same reason. If Rubens had pre« encays
. . - . - y ) -T-

served the same scale of gradationot light ;//m

between the Moon and the objects, which is / Ag
found in nature, the picture must have con- 2%
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sisted of one small spot of light only, and at
a little distance from the picture nothing but
this spot would have been seen. It may be
sald indeed, that this being the case, it 1s a
subject that ought not to be painted: but
then, for the same reason, neither armour,
nor any thing shining, ought ever to be
painted; for though pure white is used in
order to represent the greatest light of shining
objects, 1t will not in the picture preserve the
same superlority over flesh, asithasin nature,
without keeping that flesh-colourof avery low
tint. Rembrandt, who thought it of more con-
sequence to paint light, than the objects that
are seen by it, has done this in a picture of
Achilles which I have. The head is kept
down to a very low tint, in order to preserve
this due gradation and distinction between
the armour and thc face; the consequence of
which is, that upon the whole the picture is
too black. Surely too much is sacrificed here
to this narrow conception of nature: allowing
the contrary conduct a fault, yet it must be
acknowledged a less fault, than making a
picture so dark that it cannot be seen without
a peculiar light, and then with difficulty.
6
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The merit or demerit of the different conduct J/J , /;24
of Rubens and Rembrandt in those instances
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which I have given, 1s not to be determined S
by the narrow principles of nature, separated 77" /
from its effect on the human mind. Reason Jff,; _;fr.,.., 26

and common sense tell us, that before, and , 7, .7, £
above all other considerations, it is necessary ot
that the work should be seen, not only with- - - " 7~

out difficulty or inconvenience, but with TR
pleasure and satisfaction; and every obstacle Lo s
which stands in the way of this pleasure and - : f"_
convenience must be removed. . & . . i L,
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The tendency of this Discourse, with the 7
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instances which have been given, is not so 7/ 0l
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much to place the Artist above rules, asto R/
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teach him their reason; to prevent him from
entertaining a narrow confined conception of *
Art; to clear his mind from a perplexed - “f.-.f rE 0y
variety of rules and their exceptions, by Eﬂ;;&,f
directing his attention toan intimate acquaint- |
ance with the passions and affections of the
mind, from which all rules arise, and to
which they are all referable. Art effects its
purpose by their means ; an accurate know-

ledge theretore of those passions and disposi-

j. 1)“1:-
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tions of the mind is necessary to him who
desires to affect them upon sure and solid

principles.

A complete essay or enquiry into the cona
nection between the rules of Art, and the
eternal and i1mmutable dispositions of our
passions, would be indced going at once to
the foundation of criticism*; but I am too
well convinced what extensive knowledge,
what subtle and penetrating judgement would
be required, to engage in such an under-
taking: 1t is enough for me, if, in the lan-
guage of painters, I have produced a slight
sketch of a part of this vast composition,
but that sufficiently distinct to shew the

usefulness of such a theory, and its prac
ticability.

Before I conclude, I cannot avoid making
one observation on the pictures now before
us. I have obscrved, that every candidate
has copied the celebrated invention of Timan-
thes in hiding the face of Agamemnon in his

® This was inadvertently said. I did net recellect the
admurable tycatise On the Sublime and Beautiful,
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mantle: indeed such lavish encomiums have
been bestowed on this thought, and that too
by men of the highest character in critical
knowledge,—Cicero, Quintilian, Valerius
Maximus, and Pliny,—and have been since
re-echoed by almost every modern that has
written on the Arts, that your adopting it can
neither be wondered at, nor blamed. It
appears now to be so much connected with
the subject, that the spectator would perhaps
be disappointed in not finding united in the
picture what he always united 1n his mind,
and considered as indispensably belonging to
the subject. But it may bc observed, that
those who praise this circumstance were not
painters. They use it asan illustration only
of their own art; it served their purpose, and
it was certainly not their business to enter
into the objections thatlie against it in another
Art. I fear we bave but very scanty means
of exciting those powers over the imagination,
which make so very considerable and refined
a part of poetry. It is a doubt with me,
whether we should cven make the attempt.
The chiet, 1f not the only occasion which
the painter has for this artifice, is, when the
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subject is improper to be more fully repre
sented, either for the sake of decency, or to
avoid what would be disagreeable to be seen ;
and this is not to raise or increase the passions,
which is the reason that is given for this
practice, but on the contrary to diminish
their effect.

It 1s true, sketches, or such drawings as
painters generally make for their works, give
this pleasure of imagination to a high degree.
From a slight undetermined drawing, where
the ideas of the composition and character are,
as I may say, only just touched upon, the
imagination supplies more than the painter
himself, probably, could produce; and we
accordingly often find that the finished work
disappoints the expectation that was raised
from the sketch; and this power of the ima-
gination is one of the causes of the great
pleasure we have in viewinga collection of
drawings by great painters. These general
ideas, which are expressed in sketches,
correspond very well to the art often used 1n
Poetry. A great part of the beauty of the
celebrated description of LEve in Milton’s
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Parapise LosT, consists in using only
general indistinct expressions, every reader
making out the detail according to his
own particular imagination,—his own idea
of beauty, grace, expression, dignity, or love-
liness: but a painter, when he represents
Eve on a canvas, is obliged to give a deter-
mined form, and his own idea of beauty
distinctly expressed.

We cannot on this occasion, nor indeed
on any other, recommend an undeterminate
manner, or vague 1deas of any kind, in a
complete and finished picture. This notion,
therefore, of leaving any thing to the imagi-
nation, opposes a very fixed and indisPensable
rule in our art,—that cvery thing shall be
carefully and distinctly expressed, as if the
painter knew, with correctness and precision,
the exact form and character of whatever is
introduced ipto the picture. This is what
with us 1is called Science, and Learning ;
which must not be sacrificed and given up
for an uncertain and doubtful beauty, which,
not naturally belonging to our Art, will pro-
kably be sought {for without success.
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Mr. Falconet has observed, in a note on
this passage in his translation of Pliny, that
the circumstance of covering the face of
Agamemnon was probably not in conse-
quence of any fine imagination of the
painter,—which he considers as a discovery
of the criticks,—but merely copied from
the description of thesacrifice, asitis found
in Euripides.

The words from which the picture is
supposed to be taken, are these: Agamemnon
saw Ipbigema advance towards the  fatal
altar; be groaned, be turned aside his head,
be fhed tears, and covered his face with bis
rebe.

Falconet does not at all acquiesce in the
praisc that is bestowed on Timanthes ; not
only because it is not his invention, but
because he thinks meanly of this trick of
concealing, except in instances of blood,
where the objects would be too horrible to
be seen; but, says he, ¢ in an afflicted
Fathcr, inaKing, in Agamemnon, you, who
are a panter, conceal from me the most in«
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teresting circumstance, and then put me off
with sophistry and a veil.  You are (he adds)
a feeble Painter, without resources: you do
not know even those of your Art: I care not
what veil it 1s, whether closed hands, arms
raised, orany otheraction that conceals from
me the countenance of the Hero.  You think
of veiling Agamemnon ; you have unveiled
your own ignorance. A Painter who repre-
sents Agamemnon veiled, is as ridiculous as
a Poet would be, who in a pathetick situation,
in order to satisfy my expectations, and rid
himself of the business, should say, that the
sentiments of his hero are so far above what-

ever can be said on the occasion, that he shall
say nothing.”

To what Ifalconet has said, we may add,
that supposing this method of leaving the
expression of griet to the imagination;
to be, as it was thought to be, the invention
of the painter, and that it descrves all the
praise that has been given it, still it isa
trick that will serve but once; whoever
does it a second time, will not only want
novelty, but be justly suspected of using

3
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artifice to evade difficulties. If difficulties
overcome make a great part of the merit
of Art, difficulties evaded can deserve but
Little commendation. |

THE END OF THE FIRST VOLUME,



